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PREFACE. 

HE ordinary amateur of pidtorial art, 
when visiting the public piifture gal- 
leries of continental towns, during 
a holiday of limited length, often experiences 
jdifficulty in selecting out of a large National Col- 
leiHon the pictures most worthy of notice, and 
not unfrequently, after examining numerous worlds 
of minor importance, finds little or no time left 
for the inspediion of finer examples to which he 
should first have direiSed his attention. 

The main objedt of the author has been to 
'indicate, as far as possible in categorical order, the 
principal picSures in each Gallery, by means of 
brief notices which will aid the visitor in his 
observations on the spot, and afterwards assist his 
memory in recalling the chief characteristics of 
style and treatment which such works present. 
Sketches, either made from photographs or re- 



Preface. 

duced from engravings of the most remarkabk- 
piftures described, accompany the letterpress ; and 
it is hoped that the notes will thus prove service- 
able to the traveller not only for immediate use, 
but for subsequent reference. 

Being intended for the general public, these 
notes, whether critical or descriptive, deal neither 
with technical details nor abstruse theories of art. 
Vexed questions relating to the authenticity of 
certain piftures are also generally avoided, as 
involving more space for discussion than would 
be consistent with the limits of small volumes 
which claim no higher purpose than that of a 
popular handbook. 

It may perhaps be well to mention that inas- 
much as the system of classification adcpied in 
one Gallery often differs considerably from that in 
another, and as no two catalogues are prepared 
on exadly the same plan, the arrangement of 
such notes as these must necessarily vary in 
nature with the colleftion described. 

Care, however, will be taken in each volume 
to collate the descriptions in such a manner as 
will best meet the requirements of the case, and 
best serve the reader's purpose. 



NOTES ON THE PRINCIPAL PICTURES 
IN THE LOUVRE GALLERY. 



THE LOUVRE GALLERY. 

The official Catalogues of pictures in the Louvre 
art; four in number, and describe respedively works 
belonging to 

The Italian and Spanish Schools, 
The German, Flemish, and Dutch Schools, 
The French School (ancient and modern), 
and the La Case Colletition. 

These publications contain in the aggregate more 
than 1,200 pages, and though indispensable to the 
student of special schools of painting, their mere 
bulk renders them inconvenient for the use of 
those casual visitors to the Louvre who care to 
examine only the most notable pidlures in the 
Gallery, and who could scarcely walk from room 
to room encumbered by three or four catalogues. 

The present handbook contains only notices of 
those picflures which are conspicuously representa- 
tive of the several schools to which they belong. 
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and if among the number a few specimens of in- 
different art are mentioned, it has generally been 
to illustrate the decadence of some particular style, 
or the charad:eristic failings of an individual 
painter. 

With regard to the system on which the notes 
are arranged, the most convenient form for je- 
ference on the spot would perhaps appear to be 
one in direft relation to the place which each 
pidture occupies on the walls. But the excep- 
tional size of some of the galleries, — where many 
pictures of minor interest must necessarily he 
passed over, and where every fiesh pidture acquired 
involves at least some change in the position of 
others, — would render a handbook arranged on 
this principle praftically useless. It has therefore 
been considered advisable to let the notes follow, 
in alphabetical order, the surnames of the several 
painters whose works are noticed. 

The title of each pidture is preceded by the 
number which it bears on its frame and in the 
Official Catalogue, and when two or more piiftures 
by the same painter are described, the notes are 
placed in numerical order under that painter's 



^m S'-irname. j 



The name of the room in which each pidure is 
hung will be found indicated by initial letters in 



the 



margi 



1 of each i 



Thus : — 



S. C. stands for the Salon Carre. 


G. G. 


, Grande Galerie. 


S. D. 


, SalIe Duchatel. 


S.S. M. „ 


, Salle des Sept-metres. 


E. F. 


, EcoLE Francaise. 


S. F. 


Salle Francaise. 


S. S. C. „ 


Salle des Six CHEMiNfEs. 


L. C. 


, La Case Collection. 
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For the mere ordonnance of the pidlures, i.e. 
the position of figures in a composition or the de- 
tails of a scene, the description of the Official Cata- 
logues has been frequently adopted or abridged. 
The critical notices are, of course, original, and 
are based on notes made by the author after a 
careful examination of each work. 

In many cases thev might have been amplified, 
but as their number exceeds 450, a more extended 
notice of each work would have been obviously 



The Loiivye Gallery. 

impossible without increasing the size of this 
handbook beyond reasonable limits. 

At the end of rhe volume is appended an alpha- 
betical index of those painters whose works at 
the Louvre have been noticed. A reference to this 
list will indicate the numbers prefixed to each 
description, which numbers correspond with those 
on the pidture-frames and in the official catalogues. 



Together with this Handbook will be pub- 
lished one containing "Notes on Pidtures in the 
Brera Gallery at Milan." 

Two others, describing respedtlvely piftures in 
the Old Royal Pinakothek at Munich and the 
Royal Academy of Fine Arts at Venice, are in 
course of preparation. 

C. L. E. 




l6 The Madonna and Child, by Marlotto Albertinelli, G. G. 

. 1474-1515. Florentine School. 

^^^ The Virgin, standing on a pedestal, holds in her 
^^B arms the Infant Christ, who raises His hand in the 
^^B aft of benedidion. On the left is St, Jerome kneeling, 
^^H and on the right St. Zenobius. In the distance and on 
^^P each side of the group are represented scenes in the lives 
^^ of those saints. The pedestal, which is decorated with 
monochrome paintings of Adam and Eve, bears the 
following inscription : — " mariocti . debertinellis . 

OPOS A, D. M. D. V!." 

This is a large example of the master, executed on a 
'■ canvas of square proportions. The figures are life-size 
and finely grouped, but the drapery on the kneehng 
saints is awkwardly cast. In point of colour there 
is little to attra:5t, and the paint has faded in parts. 
The eyes suffer from the absence of eyelashes, which 
gives them a harsh unpleasant expression. The mitre 
which St. Zenobius has placed at the foot of the 



Albertinelli — Alhgri. 

pedestal is an elaborate design rather than a study of 
still-life. The landscape includes a conventionally 
painted mountain ascended by a winding path, and the 
distant view of a town. 



17 Christ appearing to the Magdalen, by Mariotto G.C 
Alliertinelli, 1474-1515. Florentine School. ' 

St. Mary Magdalen kneels before our Lord. \\\ the 
middle distance Christ is seen leaving the sepulchre. 
This is a gracefully designed little pifture, in which the 
figures are about fifteen inches high. They are both 
natural and dignified in pose, but the features of the 
Saviour are unfortunate in drawing and expression. 
The distant town and landscape are carefully rendered, 
though the foliage of the trees is somewhat mechanical 
in execution. 



19 The Mystical Marriage of St. Catherine, by Antonio S,G 
Allegri (Correggio), 1 494-1 534. Lombard School, 

The Infant Jesus, seated on the knees of the Virgin, 
places, with graceful but childlike aftian, a ring on the 
finger of St, Catherine. On the right is St, Sebastian. 
Landscape background, with the martyrdom of two saints 
in the distance. This is in many respects a very attrac- 
tive piifture. The heads are painted with a keen sense 
of beauty in form and expression, if we except a some- 
what abnormal depth of the base of the nose in pro- 
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Uegri. 3 

file. The features of the youthful Sebastian are rather 
effeminate. The hands and feet of all the figures are 
small and delicately modelled. The flesh tones are rich 
and luminous, and the hair on all the heads is rendered with 
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The Marriage of Si. Caiherine, by Correggio. 

great delicacy. The draperies are treated with less care, 
and tiie landscape, though truthful in colour, is sketchy. 
This piflure, which originally belonged to Cardinal Bar- 
berini, and afterwards to Cardinal Mazariii, passed into 
the collection of Louis XIV, 



»20 Antiope, by Antonio Allegri (Correggio), 1494-1534. 
Lombard School. 



s.c; 
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Antiope, by Correggio. 

The nymph, a nude figure, is reposing at the foot of a 
tree, while Cupid sleeps at her side. On the left, Jupiter, 
in the form of a satyr, raises the drapery on which she is 
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Amelico — Ansano. 
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lying. The luminous flesli tints and clever lighting of 
this piifliire make it attradlive at first sight, and there is 
no doubt much to admire in the work, but the graceful 
form of the sleeping nymph is marred by a curious defeft 
of drawing at the junfture of the neck and shoulders, 
which suggests a suspicion that the head and body were 
painted in separately with a variation In pose. The amo- 
rino is an ungainly little person, considering the important 
position which he occupies in the group. The warm 
flesh tints, and soft, transparent sliadows, realize all the 
quality of morliidezza by which the painter's work is 
recognized and distinguished. This piifture, possessed 
successively by the Dukes of Mantua, by Charles I,, and 
Cardinal Mazarin, eventually passed into the colledion 
of Louis XIV. 

Angelico. (See Fiesole.) 



33 A Legend of St. Jerome, i byAnsano(Sanodi Pietro S.S.MJ 

34 The Death of St. Jerome, > di Menico), 1406-1481. 

35 Visio7i of St. Jerome, j Sienese School. 
^^^^ Three of a series of quaint and early paintings illustra- 
^^^^^ve of the life of St. Jerome. In the first the saint is ex- 
^^^BlraAing a thorn from the paw of an heraldic-looking lion. 
^^^^Note the ingenious manner in which the orange and pear 

trees are conventionalized : also the character of Sienese 

■chitedture suggested in the striped marble porch. The 

grouping of the monks who stand round the dead saint is 



huysen — iSarbareU 

very remarkable considering theearly period of the work. 
The figures are about five inches high. These pid:ures, 
together with those numbered 31 and 32, fojmed part of 
a predelia which belonged to the Riiuiccini Colledtion 
at Florence. 



8 Sea-piece. LudolfF Bakhuysen, 1631-1709. Dutch G.G 
School. 

Two sailors steering a yawl through " lumpy " water _ 
towards a trawler, which is scudding before the wind. 
Grey and gloomy, but full of that breeey quality which 
is characteristic of the master, De Hooch did not paint 
effects of light more faithfully than Backiiysen painted 
efFeifts of wind. But his colour is rarely right, and is 
especially artificial here, 

38 The Holy Family^ by Giorgio Barbarelli (Giorgione), G. 
1478-15 1 1. Venetian School. 

The Infant Jesus, seated on the knees of HJs mother, 
is adored by the Donor. Behind the Virgin are St, 
Catherine of Alexandria and St. Sebastian on the right, 
and St, Joseph on the left. An overcrowded composi- 
tion, very beautiful in its scheme of colour, but care- 
lessly painted in parts, as, for instance, the features of 
the Virgin and St. Catherine of Alexandria, though the 
right hand of the latter saint is exquisitely modelled, and 
the flesh tones of the nude St. Sebastian are luminous 
and lifelike. The white drapery is introduced with ex- 




Barbarelli, 

The figures are half-leiigtii, and nearly 



IctUent effeft. 
[life-size, 

This piifture, formerly in the possession of the Dukes 
* of Mantua, passed into the coileftion of Louis XIV, 
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, 39 d37zrffr/ C/irt:/??/^/f'c, by Giorgio Barbarelli (Giorgione), S.C. 
1478-151 1. Venetian School. 




L n en Champe re by G orgiane 
Two men, dressed m the costume of the 15th cen- 
tury, are seated on the ground opposite an uiidraped 
female figure, whose hack is turned to the speftator. 
One of the men is playing on a mandolin. On the left 
is another woman standing near a well. In the middle 
distance is a shepherd leading a flock. The great charm 
of this picture is the glow of mellow colour wbich per- 



Bartoiommeo [Fro). 
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vades it. The rich flesh tints are relieved by warm and 
transparent shadows. The landscape background is ex- 
cellent in tone and naturalistic in treatment, though the 
foliage in the middle distance is expressed with a some- 
what conventional touch. The figures are nearly half 
the size of life. This work, which is a very charac- 
teristic example of GiorgionCj formed part of the collec- 
tion of Louis XIV. 

57 T/te Ifofy Famtfy, by Fra. Bartoiommeo, 1475-1517. G, 
Florendne School. 

The Virgin, seated on a throne, rests her hand on the 
head of the Infant Christ, who presents a ring to St. 
Catherine of Siena. On the left stand St. Peter, St. 
Vincent, and St. Etienne, On the right are St. 
Bartholomew, and two martyrs. In the distance are St. 
Francis and St. Dominic. On the base of the throne is 
the following inscription : — "orate, pro . pictore 

M.D.Xr. BARTHOLOME . FLOREN . OR . PRAE." 

This picture — one of two only by Fra Bartoiommeo 
which the Louvre possesses — must surely have been 
repainted in parts. The features of the Virgin and Child 
remind one of a cheap oleograph; while the colour of 
the Virgin's robes, and that of the canopy overhead, are 
painful to contemplate. This is the more remarkable, as 
the work was not many years ago described as a master- 
piece of the painter's hand. The figures are life-size, 

BaBsano. (See Ponte.) 



Bellini {Gentile) 



59 Two Portraits of Jllen, by Gentile Bellini, 1426 ?- S.C. 
1507. Venetian School. 

A very interesting group " en buste " of two young 
men (probably brothers) dressed in fur mantles and 
black caps. Both have long thick hair, one fair, and 

kthe other dark. Their mouths are almost identical in 
shape, but the noses difFer distinftly in form, and their 
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eyes in expression. The countenance of the fair-haired 
man is very earnest and thoughtful. It is a solidly 
painted pid:ure with dark and forcible shadows. In the 
background is a curtain, on either side of which a distant 
landscape is deftly introduced. This work deserves to 
be seen to better advantage than where it hangs in this 
inadequately lighted room, the Salon Carre. 



e 
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: The Holy Family, by Giovanni Bellini, 1427-1516. S.S, 
Venetian School. 

The Virgin Mary with the Infant Christ between St. 
Peter and St. Sebastian. Above are three cherubim. 

Form and colour contend for pre-eminence of beauty in 
thischarming work. The juxtaposition of golden yellow 
drapery and warm flesh tints with the blue robe of the 
Madonna and the paler blue of the sky above is at once 
justified and harmonized by a liberal use of white in the 
\ Virgin's headdress and the gleam of crimson in St. 
Peter's dress. The youthful head of St. Sebastian, with 
sad dreamy eyes, and thick chestnut coloured hair, is 
exquisitely painted. The features of the older saint 
are of an ordinary rustic type, but are charafleristic and 
expressive. Light and transparent shadows, without 
enshrouding the composition, give solidity to the figures, 
which are seen at half-length, and are rather less than life- 
size. 

18 Landscape and Cattle, Nicolaas Berghem, 1624- G.G 
i68j. Dutch School. 

On the left, rocks and large trees by the side of a 
river which crosses a road. Under the trees sits a 
sportsman with his dogs. A bare-legged herdsman, 
with a lamb in his arms, is fording the stream. On the 
road to the right is a man riding on a pack-mule ; near 
him a woman on horseback, and followed by two cows, 
is speaking to a peasant, Further on is a man with 



with \ 



Berghe: 
■'cattle, and in the distance is another, resting before an 

Half of the pii5lure looks as if it had been painted by 



the aid of a black r 



: mirror used by artists tor judging of 
the effe(5l of light without colour. The sense of distance 
is well sustained, but it would be difficult to explain the 




L ndscape and cattle by BcrgI 



presence of high lights which gleam out of dark shadows 
in the foreground. 



24 Landscape ayid Cattle. Nicolaas Berghem, 1624- 
tDntch School. 

In the foreground are two women, one standing, and 



, G.G. 





Berghei 



the other stooping to milk a goat, surrounded by cows 
and sheep. On the left, at the foot of a hillock, sits a 
shepherd with his dog. In the distance is a man with a 
mule. This is a cleverly composed pifture, partly 




Land ape J ca e b B feh r 



studied from nature and partly studio work. The rich 
autumnal tints of the oak foliage teil admirably against 
the sky, and the soft glow of evening light is well 
rendered, but this efFeft is gained at a sacrifice of truth 



rsergnem-^^Biancm. 
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elsewhere. The high lights distributed on the figures 
are inconsistent with the gloom of the foreground, and 
when deep shadows fall on broken surfaces of rock, 
ground, and herbage, they do not in nature: reduce 
them to a dead level of brown as in this scene, 

~-27 Landscape and Cattle, by Nicolaas Berghem, 1624- G.G. 
1683. Dutch School, 

A man in Oriental garb, and a woman richly dressed, 
are seated on the ground, conversing with a peasant. 
Near them two children play with a dog. In the valley 
beyond are cows, goats, and sheep, with a few figures. 
Mountainous background. In this large landscape one 
is struck by the curious obtrusion of two gaunt and 
almost leafless trees, whose branches cross each other on 
the left hand of the pidure. The cloud forms are accu- 
rately studied, and the painter has succeeded in realizing 
a considerable sense of atmosphere, but the efi^eCt of 
twilight, which is evidently intended, seems hardly con- 
sistent with the form and depth of some of the cast 
shadows introduced. 



I The Madonna and Child, by Francesco de' BiancM. S.S.M; 
Born (?), died 15 10. Ferrarese School. 

The Virgin, enthroned, holds the Infant Jesus on her I 

knees. On the left is St. Benediift ; on the right, St. 
(^uentin, standing. Two angels at the foot of the throne 
are playing on musical instruments. The pedestal of the 
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Bol. 



throne is decorated with two monochrome paintings, viz., 
the Temptation and the Flight into Egypt, 

In this large pifture we find life-size figures carefuUy 
designed, and graceful in aftion ; but their features are 
iil-modelled and expressionless. In technical execution 
the work is mechanical and paint)% while the scheme of 
colour is distindllv bad. Note the inharmonious asso- 
ciation of peach and blue in the Virgin's robes. In the 
background is an open arcade, through which a moun- 
tainous landscape is seen. 

Biccii (See Neri di Bicci.) 

41 Portrait of a Mathematician. Ferdinand Bol, 16 10- G.G 
1 6 8 1 . Dutch School. 

Life-size, bust-length, three-quarter face turned to the 
right. He is dressed in black and leans on a stone plinth 
holding a brass rule in his hand. A very' lifelike and 
dexterously painted portrait, the features and expression 
of which are marked by strong individuality. The small 
brown eyes sparkle with intelligence. Great technical 
skill is shown in the management of the flesh tints, which 
are grey in half tone and warm in the shadows, and in 
the facile but efltdlive painting of the grey hair which 
falls below the black skullcap. 

42 Portrait of a Man, Ferdinand Bol, 16 10-168 1. S.C. 
Dutch School. 



A half-length figure ii 
coJlar, resting his left 1 
Signed and dated 1659. 



•5 

:i a black dress and a white 
land on a stone balustrade, 
A noteworthy pjifture. 



72 Tlis Virgin and Child mith Saints^ by Giov. Ant- S.S.R 
Boltraffio, 1467-1516. Milanese School. 




^ 



^_ On the rig 



Virgin and Child with Saints, by Boltr»ffio. 

The Virgin, seated in the midst of a landscape, holds 
the Infant Christ on her knees. On the left stands St. John 
the Baptist, and before him Girolamo Casio in adoration, 
right are St, Sebastian, and Giacomo Casio kneel- 
' La Vierge de la Famille Casio. 
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1 6 Bonifazio. 

ing. Above, an angel is seen playing on a mandolin. 
In this work the figures are of life-size and carefully 
modelled. That of St. Sebastian is especially graceful, 
with features refined to the verge of eflFeminacy, and a 
blonde complexion which is evidently intended to con- 
trast with the dark flesh tones of St. John. The head of 
Giacomo Casio is a vigorous and lifelike study. Relief 
and rotundity of limbs are gained to an almost sculptu- 
resque extent, but at a sacrifice of piftorial truth, consider- 
ing the relations between the figures and the landscape. 
The former are brilliantly illumined, while the latter 
wears the efFeft of twilight. 

This pifture, which is mentioned by Vasari, was for- 
merly in the Brera Gallery at Milan. 

73 The Resurrection of Lazarus y by Bonifazio (d. 1 553). G G 
Venetian School. 

In the centre of the pifture stands our Saviour extend- 
ing His hand towards Martha, who kneels before Him. 
On the left are disciples. On the right, Mary on her 
knees, and Lazarus rising from the tomb. Numerous 
other figures are introduced. In the distance are build- 
ings, with mountains beyond. 

In this crowded composition the scale is rather less 
than life-size. The head and attitude of Christ are very 
dignified. The figure of Lazarus is finely conceived, and 
Martha's earnest pleading look is full of pathos. It is 
a broadly painted picture, remarkable for its rich and 



ngto: 

mellow colour, but the lights are scattered, and there 

is a deficiency of concentration in efFeift. The treatment 

of the draperies is very unequal, some portions being 

) studied with care, and others somewhat slovenly in exe- 

I cution. The figures occupy more than three-quarters of 

' the canvas in height, and the horizon is proportionably 

elevated. 



74 The Holy Family^ by Bonifazio (died 1553). G.G. 
Venetian School, 

The Virgin, seated near a ruin, with a landscape back- 
ground, holds the Infant Jesus on her knees. On the 
left are St. Francis of Assisi, St. Anthony, and the Mag- 
dalen ; on the right St. Elizabeth, St. Joseph, and the 
child St. John. The somewhat careless grouping in 
this composition is redeemed by the grace and dignity 
with which the head of the Virgin and that of St, Eliza- 
beth are invested. Bonifazio's usually exquisite laste in 
colour makes it difficult to explain the juxtaposition of 
pale crimson and the particular tone of green used in the 
drapery, unless the quality of the latter has suffered from 
restoration. The figures are rather less than life-size. 
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View in the Park of Versailles. R. P. Bonington, 1 

1801-28. English School. 

A broad and clever little sketch by the young painter 
whose early death was a heavy loss to British art. The 
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truth and freshness of its colour is refreshing amidst the 
artificialness by which it is surrounded. 



8l Vei'iumims and Pomona, by Paris Bordone, 1500- 
1570. Venetian School. 

Life-size figures, seen at half-length, standing side by 
side before a dark background. This pit^ture is hung too 
high to admit of careful examination. The subje6l is a very 
sensuous one, Pomona's features resemble in drawing and 
expression other iemale heads by the same master, and 
there would seem to be evidence that the work in its 
original state was worthy of his hand, but it appears to 
have been repainted in parts. 
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84 The Presentation in the Temple. Borgognone (Am- S.S.I 
brogio Stefani da Fossano), 1455?-! 524? Lombard 
School. 

The high priest places the Lifant Jesus in the arms of I 

the Virgin, On the left are St. Joseph and St. Anna; 

^on the right are two other figures. It would be difficult 
to say whether the extreme pallor which distinguishes the 
flesh tones in Borgognone's work is the result of his 
deliberate choice, or may be partly attributable to the 
efFeft of time. In either case, the gr? y and ghastly com- 
plexions of this group are most unpleasant. Nor is this 
defeft of colour here redeemed by any remarkable excel- 
lence in modelling, for, with the exception of St. Anna's 
features, the heads are generally deficient in interest. 
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The figures are half-length, and about two-thirds Hfe- 
size. The architeitural and decorative accessories of the 
composition are carefully rendered. 

85 St. Peter of Verona^ by Borgognone (Ambrogio Ste- S.S.M, 
fani da Fossano), 1455 l-\li\ ? Lombard School. 

»The saint, who bears 011 his head the emblem of his 
martyrdom, stands resting his rigiit hand on the shoulder 
of a kneeling woman (probably the Donor), In the 
background is represented the death of the saint. In 
these figures, which are nearly life-size, the flesh tones 
are distinguished by the pallor which is so charaderistic 
of this painter's work ; barely relieved by a slight car- 

• nation on the cheeks. Gold is largely introduced in the 
architedtural details of the walls and ceiling, and the in- 
laid pavement is rendered in remarkably vivid colours. 



43 Zawrt'jm/i', by Jan Both, 1610-50. Dutch School. 

A horseman and a lady, mounted on a mule, ride 
down a road lying between trees and rocks, condufted 
by a guide, who speaks to a peasant seated on a hillock 
by the wayside. In the distance a man and horse are 
seen crossing a wooden bridge which spans a torrent. 
This is a large pifture, about seven feet by five. The 
clouds, suffused with golden light, drifting over the hills, 
are true to nature, and the atmospheric effetft of the dis- 
well rendered, but the foreground is false alike 
and colour, and the figures are very poor. 
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Botticelli. (See Filipepi.) 

t.24 Diana leaving her bath with one of her companions. S.] 
by Francois Boucher, 1 703-1 770. French School. 

This pi6ture represents French taste in the last century 
— a taste which may be said to survive by tradition to 
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the present day, if one may judge from the photographs 
of naked nymphs and goddesses displayed in the windows 
of Parisian shops. The figures in this pifture are 
distinguished by a pink and white prettiness of flesh 
tone, and by a grace so mincing that the lady who 
represents Diana is not allowed to plant her foot firmly 
on the ground, but touches it with the tip of her toe. 




Boucher — -Bourdon. 

Gods and goddesses, as we know, did not lead the life of 
ordinary mortals, but in this sylvan scene who can 
explain the introduction of a blue curtain {large enough 

^^— for the proscenium of a theatre) which falls upon the 

^b bank 

708 Vulcan presenting to Venus amis for j'Eiieas, by S. F. 
Francois Boucher, 1703-1770. French School. 
^^^ A large square pifture, indicating much dexterity and 

^^H egregiously bad taste. It is meretricious in design, and 
^^H contemptible in colour. Boucher is only tolerable in the 
^^V treatment of small cabinet works. 

^^Bi TheMartyrdomo/St.Profas!2is,hy?t&hss,{\^\\'RQVixA.oii, S.F. 

^^■r 1616-1671. French School. 

^^H On the right of the piftiire, and by the side of a statue 

^^ of Jupiter, raised on a pedestal, the Consid Astasius is 
seated in his chariot. In the foreground women and 
children crowd against a barrier guarded by soldiers. 
Standing on steps to the left an executioner holds the 
head of the saint, whose body lies at his feet. Above, 
two angels bear a palm and crown of martyrdom. 

This enormous work, about eighteen feet long by 
twelve high, looks like a magnified Poussin. It has 
some pretensions to design, and, compared with con- 
temporary work of the same school, rises to a level of 
excellence in colour, but the figures are deficient in dig- 
nity, and the draperies ill-arranged. 
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46 The Comulialion^ by Adriaan Brauwer, 1608-1640. L.CJ 
Dutch School. I 

A do(5lor, dressed in black, feels the pulse ot a female 
patient seated in a chair, A brown and white pidlure, 
with a gleam of red in the old woman's bodice and 
stockings. The figures, about fourteen inches high, are J 

excellent in colour, pose, and expression. | 

59 "Air," by Johann Brenghel,i569 ?-i625 ? Flemish G.Q 
School. I 

Urania, seated on clouds rising from 2 wide valley, I 

holds a celestial globe in one hand, and a white parrot in 
the other. Near her, the Genius of Astronomy is observ- 
ing the chariots of Apollo and Diana careering in the sky. 
I In the foreground are other spirits with optical instru- 
ments. On the ground and perched on trees are birds 
of every kind. I 

This pi(5ture is one of many similar fantastic conceits 
by the same painter. They are more curious than beauti- ' 

ful, and this one is distinguished by a crude and offensive 
scheme of colour. 

60 The Batik of Arbela, by Johann Breughel. 15th G.Gr 
to 1 6th cent. Flemish School. 

The battle takes place in a large valley, bounded on 
the right by lofty wooded mountains, and on the side of 
a hillock crowned with trees. The piflure is chiefly 
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remarkable for the extraordinary industry which it dis- 
plays. 

On a canvas measuring about four feet by three, the 
painter has literally introduced hundreds of figures (the 
largest in the foreground being not more than four 
inches high), whose features wear a definite and recog- 
nizable expression. In the distance are thousands more, 
whose individual forms and a6tion can be plainly traced. 
In this dense crowd of human beings, and in the midst 
of the turmoil and confusion of battle, one may distin- 
guish cavalry and foot soldiers fighting with pike and 
sword, flags, tents, dying horses, armour, crossbows, &c., 
all detailed with wondrous care. In the distance is an 
ideal landscape, with trees and mountains bathed in soft 
light, and reminding one of Turner in its delicate and 
tenderly rendered efFedt. 



87 Portrait of a Sculptor. Bronzino (AgnolodiCosimo), s.C. 
^^ 1502-1572. Florentine School. 

^^L Three-quarter length, life-size, dressed in black, hold- 
^^B^ing a statuette. An excellent portrait. 

63 The Dead Christ. Charles le Brun. 161 9-90. French S, F, 
School. 

The Virgin, seated at the edge of the tomb, supports 
on her knees the body of our Lord, 

Ghastly and terrible \ the flesh of the corpse turning 
I green at the extremities. The concentration of light on 
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Le Brun. 



the body, and the realism of the design only serve to 
increase the horror of the scene, which, considering the 
date of the picture, represents a worse violation of taste 
than the rudest example of early German art. 

65 The Martyrdom. 0/ St. Eticnne, by Charles le Bnm. S. P 
1619-90. French School, 

In the centre of tlie composition, the saint, stretched on 
the ground and raising his eyes to heaven, is stoned by 
the Jews outside the walls of the town, which is seen on 
the left. Above, the Almighty appears with His Son, 
and angels bearing a crown and pa!m. This is one of 
tfie best of the large piftures in the room, but it is modern 
and dramatic in style, and too material in incident. The 
figure of Christ bears some resemblance in adtion to the 
one in Michael Angelo's " Last Judgment," 

66 Repentance of the Alagdalen. Charles le Bnm, 161 9- S.H 

90. French School. 

The saint is represented seated before a mirror, weep- 
ing and rending her garments, A luminous halo sur- 
rounds her head, and at her feet is a casket of jewels, 
&c., overturned. The figure is affeded and dramatic 
in pose. The colours are hot and unsatisfatftory, 

82 Portrait of Madame le Brun and her Daiighter^ by S. 
Madame le Bnm, 1755-1842, French School. 

Asimplcand unafFefted group, charmingly composed. 
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The mother's features are very refined and pretty, and 
the eyes sparkle with animation. The flesh tones, 
though not altogether free from the old academical 




mode of treatment, are distinguished by transparency. It 
is a great pity that the dress of the child is of a slaty 
blue colour, which does not harmonize with the light 
olive-green of the mother's gown. Considering the 
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Le Brun. 

date of the work, and the bad influence of contemporary 
taste, it is, however, remarkable for its excellence. 

83 Portrait of Madame le Bruii and her daughter, by S.I 
Madame le Brun, 1 755-1 842. French School. 

Charmingly grouped, but not so attraflive in colour 
as the picture already described. It is a remarkable evi- 
dence of the fidelity of these portraits that, although 
the position of the figure in each is different, the features 
and expression are identical, Madame le Brun's work 
suggests something of Greuze's taste without his 
mannerisms of execution. Her own is not remarkable 
for a fine sense of colour, and in this particular portrait 
the use of crude green in the sofa near the grey satin 
dress is unfortunate. The vitality of expression both 
in the mother and child is very remarkable. 



802 Portrait of Madame Mold Raymond, o^ the Comedie S.S 
Francalse, by Madame le Brun, 1755-1842. French 
School. 

Life-size, half-length. She wears a large blue hat 
and apron, picturesque and charming in themselves, but 
somewhat out of key with the puce-coloured dress. She 
carries a huge brown muff, probably the biggest that 
ever figured on canvas. It is a merry-looking face, full 
of health and happiness. The painting is admirable in 
execution, reminding one in certain qualities of Gains- 
borough — but more finished and even in impasto. 
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Oa A hasiicrus aiid Esther, by Paolo Caliari (P. Veronese), G.G. 
*l8-i588. Venetian School. 
WOa the right, Ahasuerus is seated on a throne, sur- 




Portta c of Madjoie Ravmond hy Mjd; 



rounded by four attendants. On the left, Esther, faint- 
ing, is supported by two women. At the foot of the 
throne is a dwarf. This piifture is finely composed, and 
interesting, If one can consider it apart from the subjed: 
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represented. But the anachronisms of ancient art are 
never more apparent than when in the treatment of 
bibHcal incidents female costume is introduced. The 
group of Venetian nobles to the right might, by a poeti- 
cal license, stand for King Ahasiierus and his courtiers, 
but Esther in a low bodied dress of the sixteenth century, 
with a hoop under her petticoats, is rather too much for 
one's gravity. The figures are life-size. The tone of 
the pifture is rather cold and grey, the shadows are 
forcible, and the drapery large and somewhat cumbrous 
in folds. 



The Marriage Feast at Cana. Caliari (Paul Veronese), S.C 
1528-1588. Venetian School. 

The exceptional size of this piflure — one of the largest 
in the Gallery— makes it a conspicuous objeift on the 
walls. The figures are seated at a table of this shape 
IjTXl' "^^ space at a being occupied by a group of 
musicians, among whom portraits of Titian, Tintoret, 
and Veronese himself may be recognized. In the backr 
ground, at a higher level, and dividing the piflure 
horizontally into two halves, is a balustrade, above 
which are seen figures on a smaller scale. In the dis- 
tance, a lofty campanile is relieved against a blue sky 
and white clouds. This is a magnificent example of 
the painter, truly admirable in drawing, quality of 
colour, and composition, as well as the lifelike aftion 
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pof the figures, and the disposition of draperies. The 
heads are also full of charadter and individuality, 
though, unfortunately, that of the chief aiftor in the 
scene is the least interesting in expression. Light and 
shade are deftly and truthfully balanced, without exagge- 
ration of effed ; and though the capitals of the Roman 





The Marriage Feast at Can?, by P. Veronese. 

Doric columns in the foreground are curiously out of 
drawing, the perspedtive of the architeifture is, on the 
whole, dexterously managed. Perhaps the chief charm 
of colour centres in the group of figures behind the 
balustrade, where the harmony secured is perfeftly 
Ibeautiful and faultless. Note the touch of satire, a-propos 



^^_. balustrade 
^^■beautiful 
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of the scene, conveyed by the coupled dogs in the fore- 
ground. 

This work, which was completed by Veronese in 1 563, 
originally occupied a place in the Refedtory of San 
Giorgio Maggiore at Venice. 

gg The Feast in the House of Simon the Pharisee, by S.C 
Paolo Caliari {Paul Veronese), 1528- 1588. Venetian 
School. 

But for the presence of its magnificent rival (95), which 
hangs on the opposite wall, this pidture might justly be 
considered the finest work of its class in the Gallery. It 
is about half the size of the " Marriage Feast at Cana," 
and the figures here are on a smaller scale. The tables 
at which the guests are seated are disposed in the form 
of two quadrants on one side of a circular atrium enclosed , 
by Corinthian columns of marble. Mary Mngdalen, 
kneeling at the feet of our Lord, wipes them with her hair, 
while Judas stands in the adt of addressing his Master. 
The aftion of the figures is very lifelike, and the heads 
are full of character and expression. Vivid colours and 
deep sh.idows find an excellent foil in the broad expanse 
of white afforded by the architetfture and tablecloth. 
Indeed, the chromatic scheme of the pidlure is admirable, 
though it would, perhaps, have gained in effedl if the sky 
seen between the central columns had htpn lighter in 
tone, or broken by white clouds instead of soaring angels, 
which somewhat mar the composition. Observe how 
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leverly the long line of column to the left Is interrupted 
by the female figure who, with a child in her arms, peeps 
in upon the scene. 



97 Christ bearing His Cross, by Paolo Caliari (Paul G.G. 
^H Veronese), 1528-1588. Venetian School, 
^^k Two executioners support the cross, which is laid on 
^^Rhe shoulders of the Saviour. On the left, the Virgin 
sinks fainting into the arms of one of the holy women. 
In the distance is a view of Jerusalem, 

The juxtaposition of this lirde pidure with the one 
which hangs next it (440) affords a useful comparison 
between Paul Veronese and Titian. It will be seen that 
here at least Veronese has the advantage in the grouping 
of his composition, and in treatment of chiaroscuro (note 
; truthful solidity of the figure stooping over the cross, 
ind relieved against the sky). On the other hand, in 
alization of expression and in quality of colour, espe- 
ially in the flesh tones, this work must take the second 
Slace. The figures are about eighteen inches high. 



gg The Disciples at Emmaus, by Paolo Caliari (Paul G.G. 
Veronese), 1528-1588. Venetian School. 

Our Lord, seated at a table between the disciples, 

picsses the bread. On the right is a group representing 

^e artist, his wife and children. In front of the table 

little girls are playing with a dog. In the back- 
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ground to the left is a landscape, in which the figures of 
Christ and his disciples are introduced. 

It wpuld be impossible to regard such a work as this 
in any relation to the subject represented. With the 
single exception of the principal figure, there is nothing 
in the scene at all suggestive of its sacred charafter. 
And, even judged by an ordinary standard, the design 
includes some inexplicable solecisms. The head of the 
figure supposed to be Veronese is twice the size of his 
wife's, and that of the old woman stooping over the table 
with a dish, is out of all proportion to her body. Parts 
of the composition are dexterously painted, but as a 
whole it is unworthy of the master. 

100 Jupiter launching Thunderbolts at the Crimes. Paolo S.) 
Caliari (Paul Veronese), 1528-1588. Venetian School. 
In the% upper part of the picture, Jove, armed with 
lightning, is seen supported on his eagle. Below are a ' 
demon and five figures personifying the Crimes. This 
large and powerfully designed composition is seen at a 1 
disadvantage in its present place. It once decorated the \ 
ceiling of the Hall of the Council of Ten in Venice, 
This will account for the violent foreshortening of the ; 
figures, which are finely painted. \ 

loa St. Mark crotvtting the Divine Virtues, by Paolo G.< 
Caliari (Veronese), 1528-1588. Venetian School. 
The saint, supported in mid-air by angels, holds a 
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1 of gold in his hand. Below are the three divine 
Virtues with their emblems. A large square composition 
of foreshortened figures with outstretched arms, originally- 
painted for the decoration of a ceiling in the Ducal Palace 
at Venice. The figures arc larger than life and very 
violent in aiSion: the shadows forcible, but transparent 
in quality. 

67 Tfie Triumph of Flora, by AntoJne Francois Callet, L.C. 
1741-1823. French School. 

In the centre of the pt(5ture the goddess Flora is seated 
and crowned by Cupid. On the right a spirit, kneeling 
on a cloud, bears a basket of flowers on his head. On the 
left, two other spirits drag the chariot of the goddess 
with garlands of flowers. At a distance on the right 
nymphs are dancing, and on the left a warrior presenting 
flowers. This fantastic composition is, at once, a fair 
example of the chk and bad taste of French art a 
hundred years ago. 

Canaletto. (See Canale.) 

05 View of Venice^ by Antonio Canale (Canaletto), 1697- G.G. 
t768. Venetian School. 

To the right, on the Grand Canal, is the Church of 
Santa Maria della Salute. In the foreground are a boat 
and a gondola, figures on the quay, and the Custom 
House in the distance. 
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This is a charming example of the master, and treated 
in his best manner, bright, sunny, and effective. The 
seledion of the point of sight, exaiftly at the edge of the 
quay, is very curious, and results in a perpendicular line 
of perspective, which rises at right angles to the lower 
edge of the frame. The vessels and architefture are 
admirably painted, though it must be confessed that some 
of the shadows introduced could hardly be explained by 
the light of nature, and the ripple on the water is, as 
usual, of a stridtly conventional type. The figures stand- 
ing on the quay and steps of the church are full of life 
and charadler. 
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110 The Holy Family, by Sinione Cantarini, 1612-1648. Gj 

Bolognese School. 

The Virgin, seated on the right, is watching the Infant 
Jesus, who lies on her lap. To the left is St. Joseph 
sleeping. 

This is an attraiftive little plfture, indicating greater 
refinement in design and a more delicate sense of colour 
than one might expedt from its school and date. The 
figure of the Virgin is about one-fourth the size of life. 
The painting is executed on canvas glued to wood. 

124 The JTHloml/menl, hy Ann\h3.\e Carracci, 1560-1609. G.( 
Bolognese School. 

The body of our Lord is supported by the Holy 
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iTirgin and Mary Magdalen. In the middle distance are 
: saints. 

. small but well-composed example of the ecleflic 

)1, which recalls some of the graces of older art. 

The figures are closely grouped together, with a fine 

jcnse of form and chiaroscuro, and there is much pathos 

the attitude and expression of the Virgin. The 

Aiming is executed on copper. 

C30 St. Sebastian, by Annibale Carracci, 1560-1609. G.G. 
Bolognese School. 

The saint, bound to the trunk of a tree, is pierced with 
arrows and writhes in agony. Oil the left is a tower; in 

the distance to the right are horsemen. 
Among the host of works by Carracci in the Louvre 
his is one of the most noteworthy. It is a painful pidure. 
Hit fine in colour, especially the landscape, which is 
B'oadly and efFeftlvely painted. 

50 The Provost and Sheriffs of (he City of Paris, by L.C. 

Philippe de Champaigne, 1602-1674. Flemish School. 
^H^ A life-size group of eight figures kneeling at the foot 
^^B)f a crucifix, the pedestal of which is decorated with the 
^^farms of the city and a figure of St. Genevieve ; a tapestry 
curtain embroidered with fleurs-de-lis forms the back- 
ground. This large pifture owes its interest to the sub- 
t rather than to the technical merits of its execution, 
frhich is drv and mechanical. 
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F51 Portrait of Jean-Anioine dc Afcsme, Chief Justice to L.C 
the Parliament of Paris, by Philippe de Champaigne, 
1602-1674. Flemish School. 

A cold, disagreeable portrait, hard in style and me- 
chanical in execution. It is difficult to realize that it is 
by the same brush which painted the three heads of 
Richelieu in the English National Gallery. The best 
part of the woric consists in the modelling of the hands, 
which are delicate in form and well studied. 



79 The Dead Christ, by Philippe de Champaigne, 1602- S.C. 
1674, Flemish School, 

A full-length recumbent figure, painted almost in 
monochrome, with but little difference between the flesh 
tints and drapery. The only other colour recognizable 
is that of blood. The artificial light by which the pic- 
ture is illumined reveals a careful modelling of limbs, 
but the head, which is finely conceived, is thrown into 
shadow. This work appears to have been executed for 
the Church of Notre Dame by order of Louis XIII. 



87 Portrait 0/ Cardinal Richelieu, by Philippe de Cham- 
paigne, 1602-1674. Flemish School. 

A full-length figure of life size, remarkable for strongly 
marked individuality in expression, and for the skilful 
arrangement of the cardinal's crimson silk robes. The 
defeiftive aftion of the left hand gives an unfortunately 
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lonstrained appearance to what would otherwise be a 
Sflignified pose. 

93 Portrait of a Woman, by Philippe de Champaigne, G.G. 1 
1602-1674. Flemish School. 

Life-size, bust-length ; three-quarter tace turned to 
the left. She wears a brown dress, and black veil on her 
head. 

An interesting portrait, notwithstanding the ghastly- 
pallor of the flesh tints rendered stili paler by blue 
shadows. Probably the carnations have flown, as the 

Imrface of the canvas is much damaged by cracks. The 
^tures are invested with much character and ex- 
pression. 
The Industrious Mother, by Jean Baptiste Simeon S.F. 
Chardin, 1699-1779. French School. 

A woman seated before a skein-reel shows some 
embroidered work to a little girl. In the foreground is 
a pet dog lying on a mat. 



gg Le BinSdicitS^ by Jean Baptiste Simeon Chardin, i Sf^f)- S. F 

1779. French School. 

' A goodwife standing before a table on which a frugal | 

fecal is spread, while two children say grace. \ 

are two small figure-pieces, distinguished by 
r charming simplicity and quality of colour. Chardin 
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was also a skilful painterof still-life, and many examples 
of his work in that line of art will be found in the Salle 
Franjaise, 




Saying Grace, by Jtan Baptiste S. Chardin. 

724 La Pourvoyeuse. Jean Baptiste Simeon Chardin. S.I 
French School. 

A clever little specimen of simple and unaffefted art, 
which contrasts greatly to its advantage with the pre- 
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'■tentious and artificial charader of the work by which it 
is surrounded. 

176 Two still-life pieces, by Chardin, remarkable for ori- L,C. 

177 ginality of treatment and breadth of painting. 

153 The Virgin and Child, by Cimabue (Giovanni Gual- S.S.M. 
tieri), I240?-I302? Florentine School. 

In this colossal group we find the Virgin seated on a 
throne, with the Infant Christ in an attitude of benedic- 
tion on her knees. Six angels with parti-coloured 
wings surround the throne, which is elaborately carved. 
Their features are all niodeiled on the same prosaic 
pattern, with the corners of the mouths turned down 
and strongly accentuated. The eyes are almond-shaped, 
and a curious attempt has been made here and there to 
give the efFeifb of an aquiline nose to a full face by intro- 
ducing a strongly marked shadow near the eyelids. The 
hands are long and attenuated. The flesh tints have 
flown in parts, revealing a green under-painting, which, 
with the y«:j J/- Byzantine treatment of the drapery, is 
eminently charadleristic of this early school. The colours 
chiefly used are orange, blue, puce, grey, and buff. 
This pi(5ture was formerly in the Church of St. Francis 
at Pisa. 



109 Portrait of Francis /., King of France, attributed E.F. 
to Francois Clouet, 1500-1572. French School. 
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Life-size, bust-length. Head uncovered, the hair 
coiiceahng the ears. Short beard and small moustaches. 
He wears a black cap trimmed with pearls and gems, 
and surmounted by a white feather. His doublet is of 
white satin, trimmed with bands of black velvet, and em- 
broidered with gold. The Order of St. Michael hangs 
from a gold collar set with pearls. The king's right 
hand rests on the hilt of his sword. His well-known 
and emphatically plain features are not flattered by the 
painter. The hair and embroidery of the dress are 
carefully detailed, but, speaking generallyj the portrait is 
rude and unattractive in execution. \ 

115 Portrait of Francis I. ^ King of France^ 1491-1547, Ej 
School of Clouet (i6th century). j 

Bust-length, of small size. The king wears a flat : 
black cap, with a white feather falling over the right ear, I 
and a black dress embroidered with gold. A gold 
chain is hung from his neck. This portrait, which is J 
in the same frame with III, and was once ascribed to 
Clouet, is supposed to represent Francis I. as a young 
man, and indeed the king's name is inscribed on the , 
piiilure. If this is correfl, either his features must have 
altered considerably in later life, or the painter must have 
greatly flattered the royal sitter. The long, ugly nose | 
and unnaturally short upper lip which enable one at a ' 
glance to identify Francis I. in middle life, are here 
reduced to fair proportions, and the king appears as 
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lier a good-looking man. This difficulty has not 
escaped notice in the official catalogue, Whatever its 
solution may he, the technical excellence of the work is 
manifest, though it has, probably, been retouched in 
parts. 
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-It is much to be regretted that paintings which illus- 
Lte so early and interesting a period of French art are 

not hung where they can be properly seen and examined. 

Want of room can hardly be urged as an excuse, seeing 

that space is found on the line for many works of far 

inferior merit. 



:8 Portrait of Louis de Saint-Gelais, Baron de la E. F. 

MotheSatHt-HSraye, &c., Chevalier d' Honneur of 
the Queen Catherine de Medicis. School of Clouet 
(i6th century). 

Bust-length, half life-size. Dressed in black velvet, 
and wearing the collar of the Order of St. Michael, 
set in pearls and precious stones. 

Painted with marvellous delicacy and finish. In this, 
and many similar works of this school, there is no 
definite shadow, the modelling being expressed, as in 
Holbein's work, by the dexterous use of half tones and 
gradation of local colour. The portrait is hung in a 
corner away from the light, but it deserves a better 
place and careful examination. 



Clouet [School of). 

I X2I Portrait of yean Babou, Seigneur de la Bourdaiswre, 
&c. (died 1569). School of Clouet (i6tii century). 

Bust-length, half life-size. Black dress, trimmed 
with gold. A fine cliarafteristic head, with short, 
chestnut hair, and fair beard. Very carefully painted, 
and the flesh tints well preserved, but the portrait is 
hung too high for minute examination. 

125 Portrait of Claude de Beanne, Duchesse de Rouennois E 
(died in 1571). School of Clouet (i6th century). 

Bust-length, half hfe-size. Black headdress lined 
with white, and trimmed with black velvet : fichu sewn 
with pearls. Black gown with white sleeves. 

Very delicate and refined in execution, but un- 
fortunately damaged on the left cheek. The dress is 
extremely picturesque, and this part of the portrait is 
very well preserved. Dated 1563. 






729 Portrait of Charles IX. School of Clouet (16th E. 
century). 

Bust-Jength, half life-size. Dressed in black, with a 
cap of the same colour and a white feather. The king 
wears a collar of the Order of St, Michael. 



730 Portrait of Elizabeth of Austria, Queen of France, E.i 
wife of Charles IX, School of Clouet (i6th century). 
l^e style in which these portraits are painted is some- 



Clouet — Cone gli ana . 

j^Bt later and more realistic than the others. The 
flesh tones are yellow and the shadows warm. 

3 Portrait of Christian de Savigny, one of the Uaitenanis E.F. 
of the Due dc Maycnne. School of Clouet (i6th 
century). 

Bust-length, dressed in black, flesh tints pale, but 
modelling careful. Painted on panel; hung unfortu- 
nately high. 



The Madonna and Child. Cima da Conegliano. S.S.M, 
Painted from 1489-1517. Venetian School. 

The Virgin, holding the Infant Jesus, sits on a pedes- 
tal inlaid with marble, and in front of an embroidered 
canopy, between St. John the Baptist and St. Mary 
Magdalen ; in the background is a landscape. The 
signature of the painter, which is attached to this work, 
lends it additional interest, but is superfluous as an 
evidence of authenticity, which no one can doubt, not- 
withstanding traces of apparent restoration in portions of 
the Child's body and the Magdalen's dress. The Vir- 
gin's figure is graceful and dignified. Those of her com- 
panions are reverential, though somewhat affeded in pose. 
Th ey are about one-third the size of life, and It may be 
\ that all the heads incline either forward or back- 
1 from the plane of sight. The colours are brilliant 
le, but deftly associated. The draperies are more 
in treatment than is usual in Cima's work, and 
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there are details in the landscape which bear appearance 
of a careful study from nature. 

The pi(5tLjre is painted on panel, and belonged to the 
Musee Napoleon. 

889 77/if Cu^^itf^, by John Constable, 1776*1837. English S. 

I School. 

I A charming little example of the painter, very fresh, 

verdant, and breezy. It is full of truth to nature, and, 
in this respeift, presents a striking contrast to the large 
landscape by Bidauld (13), which hangs beside it. 



8gi IVeymout/t Bay: Storm coming on. J. Constable, S. 
1776-1837. English School. 

A broad and masterly sketch. It can hardly be called 
a pitfture, though on a large scale. The white clouds, 
which indicate a threatening squall, look as if they had 
been laid on with a palette knife. 

892 View on Hampstead Heath. J. Constable, 1776- S. 
1837. English School, 

One of the few specimens of British art in the Louvre. 
This is far too rough a sketch to be adequately represen- 
tative of Constable's skill, but it expresses a great sense 
.of beauty in landscape. 



Correggio, (See Allegri.) 



A 



[josia — our tots. 
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154 The Court of Isabella d'Esle, Duchess 0/ Mantua. S.S.M, 
Lorenzo Costa, 1460-1535. Ferrarese School. 

Ill the midst of a landscape crossed by a river, the 
Duchess of Mantua is crowned by the God of Love, who 
stands on the knees of a seated female figure, around 
whom are grouped musicians and poets. 

In the foreground are two women seated, and two 
other figures standing. On the left hand, in the middle 
distance, is represented a spirited skirmish between horse- 
men. 

There is a certain idylhc grace about this work which 
commends it to notice. The slender figures in the fore- 
ground, which stand about eighteen inches high, are 
daintily posed, after a fashion which reminds one of 
Perugino, and their oval faces wear a refined expression. 
The draperies are, as a rule, aitificial, and, in some in- 
stances, conventional in arrangement. But few cast 
shadows appear, and the style of painting throughout is 
dry and mannered, especially in the treatment of foliage, 
though the latter is naturalistic in aim. The composition 
is of a stri<5tly formal charafler, and the general tone of the 
pidlure (in its present state) is greenish and unpleasant. 



135 Charge of Cavalry. 
French School. 



Jacques Conrtois, 1621-1676. S.F. 



136 Cuirassiers engaged with a Troop of Turkish Horse. S. F. 
Jacques Courtols, 1621-1676. French School. 



In these battle pieces, which are very Dutch in their 

style of painting, everything is subordinate to the efFeft 
of light and shade. 



144 Athalia driveyi from the Tanple, by Antoine Coypel, 
1661-1722. French School. 

A large and ambitious work. It looks about fifteen 
feet long by ten feet high. The lights are scattered and 
it is spotty in colour. The a<5tion of the figures is very 
melodramatic, and includes a great display of outspread 
hands, which would seem to have been a favourite mode 
of indicating surprise in French pidorial art ot this period. 

98 Venus in a Landscape. Cranach (Lucas Sunder), G 

1471-1553. German School. 

Not a very dangerous goddess, with her high shaven 
forehead and mouth awry. Indeed, the aspeifl of the 
figure, which is perfetftly nude with the exception of a 
broad brimmed hat and necklace, approaches the ludi- 
crous. There is something to admire, however, in the 
distant landscape, where buildings are mirrored in a lake 
at the base of a cliff". 

100 Portrait of a Man, by Cranach {Lucas Sunder), 1472- G.1 
1553, German School, 

The head of this figure, whose features are excessively 
ugly, is remarkable for the small proportion which the 
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1 bears to the mask. He wears a large black hat 
ornamented with feathers of the same 'colour, a black 
coat trimmed with velvet, and a fur collar. 

The linen which covers his chest is arranged in small 
plaits curiously overcast with salmon-coloured thread, and 
embroidered with seed pearls. There is little or no 
shading on the features. The background is of turquoise 
blue. To the left, above the shoulder, may be noticed 
the painter's mark — a winged dragon — and the date 
1 53 1, This pidture, acquired in the time of the first 
Empire, was erroneously supposed to be a portrait of 
Jean Frederic, Due de Saxe, 









The Virgin and Child, by Lorenzo di Credi, r-ffg- S.S.M. 

37. Florentine School. 

The Madonna sits enthroned between two arches, 
ifough which the sky is seen. On the left is St. Julian 
with clasped hands. On the right, St. Nicholas, Bishop 
of Myra, holding a book. 

Free from blemish and vividincolour, with a smoothly 
ihed surface, this piflure looks almost like a modern 
irk by the side of its companions, and would seem in 
a wonderful state of preservation but for the suspicion of 
repair. Little or no physical beauty is realized in the 
design. The Child is painfully plain, and the flesh tones 
are leathery, but the modelling, both of limbs and 
is sohd and skilful in execution. 
Observe how admirably the thin texture of the muslin 



coita worn by St. Nicolas reveals the crimson robe beneath. 
But dexterity of this kind does not compensate for higher 
qualities of art. The colours are brilliant but ill associated. 
The pose of the figures is artificial, and their features 
deficient in expression. Lorenzo di Credi is not seen at 
his best in this pifture. It is painted on panel, and was 
formerly in the Church of Santa Maria degli Angeli at 
Florence. 



157 Christ and the Magdalen, by Lorenzo Credi, 1459- S.S 
1537. Florentine School. 

Our Lord, clad in a tunic of grey material, and a 
mantle of bluish hue, lined with orange, stands resting 
His right hand on a spade, while Mary Magdalen kneels 
before Him with upraised hands, her long chestnut- 
coloured hair falling over her neck and shoulders. The 
figures are about sixteen inches high. That of the 
Magdalen is somewhat affet^ted in pose, and the head of 
Christ approaches an etFeminate type which we are 
accustomed to associate with later schools of art. But 
the group is admirably composed, the flesh tints warm 
and lifelike, and the whole work bears evidence of 
careful finish, even to the foliage of shrubs and herbage 
in the garden, which are minutely detailed. 

The distant landscape is slight, but tenderly painted 
and successful in the suggestion of atmosphere. The 
sense of colour throughout is refined and charming. 
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04 Landscape:, by Aalbert Cuyp, 1605 (living 
Dutch School. 

On the left a herdsman sits playing on his pipe as he 
watches a herd of cows. Two children, attraifted by the 
music, are caressing his dog. In the distance are seen 
a river, a steeple, and two mills. 
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»lMdrtii^ t r i Ri-lc, by Cuj-p. 
The yellow glow of sunset which illumines this scene 
and the clouds drifting lazily across the sky are very 
beautiful, but the cattle and figures areinferior (the girl's 
head absurdly small), and the vegetation in the fore- 
ground conventional. 

05 Starting for a Ride, by Aalbert Cuyp, 1605 (living G.G. 
1672). Dutch School. 



50 David, 

A man dressed in red is mounted on a dappled grey 
horse, a servant holds the bridle with one hand and the 
stirrup with the other. On the left, another horseman, in 
a black coat and riding on a bay mare, approaches from 
an arched gateway. In the foreground are two dogs. 
In the distance are hills with sheep and shepherds. 

The " cavaliers " who figure here are but rough- 
looking fellows — in spite of their fine coats — and the 
animals are indifferendy drawn. The chief merits of the 
pii5ture lie in the management of light and colour, which 
is admirable. 

io6 77;^ j'^/fl'^, by Aalbert Cuyp, 1605 (living 1672). Dutch G.d 
School, 

A horseman, clad in blue velvet with a white cap or 
turban, and riding on a dappled grey horse, rides along 
the skirts of a wood accompanied by two attendants, one 
of whom is speaking to him, while the other receives a 
partridge from a gamekeeper. On the right is a land- 
scape with cattle and figures. In the distance are ruins, 
&c., with hills beyond. Both men and horses in this 
group are rather stiff and wooden-looking, but the dis- 
tant landscape steeped in mellow light is very beautiful. 

149 The Sabines, by Jacques-Louis David, 1748-1825. S.% 
French School. 

One of the most pretentious and foolish of David's in- 



PTentions, The attitude of Tatius can only be compared 
to those which used to be designed for the cardboard 
charaflers in a toy theatre. It requires some know- 
ledge of the usages of ancient Roman warfare to justify 
the apparent absurdity of representing Romulus rushing 
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into battle with nothing on but a helmet. But his 
naked form afforded an opportunity of displaying the 
artist's dexterity in painting the human figure larger 
than life; and it cannot be denied that every limb is 
drawn and shaded with anatomical correiftness. The 
draperies are studied with equal care, but there is very 
little of them. 



148 Leonidas at Thermopyla;, also by David, which hangs S.S.C. 
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fluenced more by a desire to exhibit his mastery over 
the nude than by any antiquarian considerations, but 
there is, no doubt, authority for representing the Trojan 
prince clad in a pallium without a tunic, anomalous as it 
may appear on a modern canvas, 

t57 Portrait of M. Pecoul-, Superintendent of Building S.S.C. 
Works to Louis XV,, by Jacques- Louis David, 

Life-size, half-length, dressed in a brown coat, and 
with powdered hair. He is sitting in an armchair, and 
holds a snuff-box in his hand. 

This is a capital portrait of an old gentleman (the 
artist's father-in-law). It is greatly to be regretted that 
^^ David did not select more subjetSs from the familiar life 
^H of his own day. They would probably have obtained 
^V for him more lasting renown than all his classical com- 
positions, and would certainly have been far more inte- 
resting to posterity. 

159 Portrait of Pius F//.,by Jacques-LouisDavid, 1748- S.S.C. 
1825, French School. 

Life-size, three-quarter length, seated in an armchair 
and holding a letter addressed to " Pio VII. Bonarum I 

artium patroni." A very good portrait, full of charadter, 
and apparently painted with great technical skill, though ] 

it is almost impossible to judge of such work by the 
Jight in this room (the Salle des Six Cheminees), where ' 

Terything is sacrificed to a grandiose ceiling. , 
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a6o Portrait- of Madame Recamier, by Jacques- Louis S.i 
David, 1748-1825. French School. 

What this painter might have achieved if he had kept 
clear of the " Grand School," no one can say. Certain it 
IS thai in this portrait he has succeeded in realizing a 
grace which is absent from most of his more ambitious 




t ot Madame Rccaraier, by David, 

works. Nothing could be more simple and dignified 
than this reclining figure. The plain white dress, abso- 
lutely without even a ribbon on it, is sufficiently relieved 
by the yellow and grey of the couch. There is, perhaps, 
too much expanse of emptiness in the background ; but 
tnis tends to concentrate interest on the figure. In 
technical quality of execution it bears some resemblance 
to a large water-colour drawing. 
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53 Portrait of an Old Woman, by Balthasar Denner, L.C, 

1685-1747. German School, 

Bust-length, life-size. Her head is covered with a 
sort of blue and grey hood, which falls down to the 




Portrait of a Woman by Denner. 



siioulders. The extremely naturalistic treatment of this 
portrait, in which every wrinkle is mapped out and 
modelled with extraordinary care, is sure to attradt a 
certain class of admirers, but though the draughtsman- 
ship is careful and accurate, the colour is false, and the 
style of painting deficient in all the higher qualities of art. 
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't^5 The Boar- hunt, ^ by Francois Desportes, 1661-1743. Sj 
[166 The Stag-hunt, | French School, 

Two large sporting piflures, which look like bad 

imitations of Snyders, whose works they rival in horror 

but not in power. 

171 Tane, a Pointer belonging to Louis XIV., by Fran- S., 
^ois Desportes, 1661-1743. French School. 

A far better example of the painter, and excellent in 
its way. 

Domenichino. (See Zampieri.) 1 

166 A Battle-piece, by Paolo Dono (Uccello), 1397-1475. S.S 
Florentine School. 

This pidture is about the same size, and obviously by 
the same hand, as the one assigned to Uccello at the 
National Gallery. In each we find the knights and 
their armour painted far better than the horses. In each 
may be noticed the same quaint tufts of herbage distri- 
buted at intervals over the ground. In each a hedgerow 
forms the background, but in this (Louvre) example the 
background is so darkened by time as to be mistaken at 
first sight for a flat mass of black paint. It is an ex- 
tremely interesting work, but unfortunately hung too 
high for careful inspeiflion. Uccello painted at least 
four battle-pieces, of which o, *; formed part of die 
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Lombard! Colletftion at Florence. The figures are about 
half life-size. 





The Drop! 



by Gerard Dou. 



;I The Dropsical Patient, by Gerard Dou, 1598-1674. S.C. 

Dutch School. 
^H In a large vaulted chamber, hung with rapestrv, an 

l_.^..._._..„ , 
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At her knees is a weeping girl, holding her hand, while 
a servant offers the invalid a spoonful of medicine. A 
physician stands by, examining with attention the con- 
tents of a phial which he holds to the light. 

This pid:ure compares unfavourably with those by 
Metsu and Terburg, near which it is hung. It is highly 
finished in execution, but unfortunate in colour, and black 
in shadows, almost resembling a Culoured print. 

The subject is a painful one, and its very seleftlon 
seems a breach of artistic taste. To the critical eye 
other faults are apparent. ]t is difficult to reconcile the 
twilight effedt of light with the angle at which shadows 
are cast from the casement bars. The best figure in the 
group is the doftor, whose attitude is easy and lifelike. 
The piiSure is signed (on the edge of the book) " 1663 

G. DOV. OVT 65 JAER," 

126 A Woman hanging up Poultry, by Gerard Dou, G,' 
1598-1674. Dutch School. 

The figure is seen at a window, the left hand resting 
on a large copper vase, decorated with repousse work. 
She is about to hang a cock on a nail in the window 
jamb. On the right is a large cooking-vessel; in the 
background are two curtains. Signed on the window 
sill, " C. Dov. 1650." This is a well-known little pic- 
ture, wonderful in its delicacy of execution and minute 
finish, but, in spite of all the painter's skill, prosaic and 
uninteresting. In many an early Flemish pifturc the 
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Bsame amount of care would have produced a far more 
agreeable impression. It is difficult to formulate in 
words a definite reason for this difference, which involves 
one of the subtlest (Questions of pictorial taste. But per- 




haps one of the most obvious explanations of it may be 
found in the fadt that Dutch art, with al! its apparent 
iccuracy, is not so true to nature, either in light or colour, 
S some earlier and less sophisticated work. 
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^30 Portrait of Himself, by Gerard Dou, 1598-1674. G-C 
Dutch School, 

The artist stands at the window of a vaulted room 
dressed in a coat trimmed with fur, and wearing a cap 




Portrait of d 



on his head. He holds a palette and brushes in his left 
hand. In the distance is an easel. This small but well- 
known pifture is remarkable for its high finish and truth 
of flesh tones. The painter's right hand overhanging 



Ducq — Durer. 6i 

the window-sill, is a marvel of dexterity in execution. 
His features, which are rendered with equal skiil, wear 
an expression in which sensuality and refinement are 
blended. As a signed and well authenticated portrait, 
besides being an admrrable specimen of the painter's 
ability, this should be examined with attention, 

[35 The Rodders. Jan le Ducq, 1636-1695. Dutch School, G.G. 
A woman is on her knees before the chief of a band 
of robbers. On the right is a man seated on a drum. 
Beyond are three soldiers smoking, and in the distance is 
a man ransacking a trunk. This is a mysterious melo- 
dramatic little pifturtr, in which the figures are about 
eight inches high. The attitudes of the men, who 
pause as if deliberating what should be done next, are 
very suggestive, but the kneeling woman looks like 
a culprit rather than a viflim- The gloom of the room 
is the gloom of night, but the light on the figures is that 
of noonday. 

J72 Head of an old Man, \yj Albrecht Diirer, 1471-1528, G,G, 
German School, 

Life-size, with a white beard and scarlet cap. This 
painting, which is executed in distemper, looks un- 
finished, or as if the flesh tints had faded, leaving the 
lights too high. This given an unpleasant sheen to the 
complexion ; but, notwithstanJing this defeft, the admi- 
rable modelling of the features invests them with vitality 
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and charafter ; the expression is extremely benevolent. 
The face itself is close-shaven, but the beard growing 
below is met by the grey locks which fall around the 
head. Black background, in which Diirer s well-known 
monogram and the date (1520) 'are inscribed in white 
charafters. 

137 La Vterge at^x Donateurs^ by Anthony van Dyck, G.( 
1 5 99- 1 64 1 . Flemish School. 

The Virgin, seated on a rock, holds on her knees the 
Infant Jesus, who stretches out His hand towards the 
face of a man, dressed in black, who kneels before Him. 
By the side of this figure is a female companion, also on 
her knees, while two cherubim hover above their heads. 
Van Dyck is not usually seen at his best in religious 
pictures, but this is an exception to the rule. The head 
of the Virgin is very beautiful, and the figure dignified, 
in spite of the clumsy drapery which envelopes it. The 
treatment of drapery in sacred subjefts of this school 
suffered from one obvious disadvantage compared with 
works ot earlier and later art — ^viz., that though contem- 
porary costume was no longer introduced in such works, 
antiquarian studies had not yet supplied a substitute. 
The result was an artificial arrangement of folds in- 
corredly cast and generally graceless. 
\ In this group the figures are somewhat larger than 
life. The heads of the donors are both grandly drawn, 
and the flesh tones true to nature, except where they 
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have suffered from time. The painting of the Child is, 
perhaps, the least satisfad:ory part of the design. 

39 St. Sebastian succoured by Angels. Anthony van Dyck, G.G. 
1599 1641. Flemish School. 

The Saint, leaning on his left arm, is tied to a tree hy 

his right. Near him are two youthful angels, in attitudes 
intended to denote grief and sympathy. 

This is a very painful picture, and one of many in- 
stances which miglit be cited in proof of the error into 
which painters of this date and school fell in attempting 
to deal with religious subjefts. In the present instance 
there is a conflict of two aims, one of a material and 
realistic kind, the result of which is to present St. Sebas- 
tian in physical torture, and the other of a quasi-spiritual 
kind, indicated by the presence of the infant angel who 
calmly touches the arrow in the Saint's side. Asa study 
of the nude figure in modelling and colour this work 
may command admiration, but aS a pitSorial embodiment 
of religious sentiment it is destitute of expression, and 
even of artistic taste. 



[42 Portrait of Charles I. of England, by Anthony van S.C. 
Dyck, 1599-1641. Flemish School. 

The king, a full-length life-size figure, stands to the 
left of the piifture. He wears a broad-brimmed hat and 
feather, white satin vest, red velvet small-clothes, and 
bufF leather boots. He leans on a stick in his right 
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hand, while the left, holding a glove, rests on his hip. 
The eijuerrv holding a horse by his side is supposed to 
be the Marquis of Hamilton. In the background is a 
landscape. It would be impossible to over-estimate the 



r*.- 




Van Dyck. 



merits of this truly admirable work, which is composed 
and painted with a felicity of taste rare in royal portraits. 
In drawing, colour, and arrangement of light and shade, 
it is a model of excellence. Even the foreshortening of 
the king's left arm, which might have been a blunder 
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with some painters, becomes here an evidence of 
dexterity in some exquisite rendering of white satin. 
The portrait was probably executed about the year 
1635, and Ehen cost onivj^ioo. A curious story con- 
nefted with its later history will be found in the official 
catalogue of the Louvre. 




143 Portraits of the Children of Charles I. (of England), 
by Anthony van Dyek, 1599-1641. Flemish School. 

Charles, Prince of Wales (afterwards Charles II.), 
dressed in yellow satin, resting his right hand on the 
, base of a column, gives the left to his brother (afterwards 
IJames II.), while their fair-haired sister, the Princess 
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Mary, stands near them. A charming little group so 
far as composition and colour are concerned, but perhaps 
a little too formal in pose and expression for mere 
children. The figures are about fourteen inches high. 
It is a small but dexterously handled picture, perfed: 
in tone, and displaying excellent qualities of art. 

144 Portraits of Charles-Louis {or Ludovic), Duke of G.( 
Bavaria^ and Robert {or Rupert^ his brother, subse- 
quently created Duke of Cumberland by Charles I. 
Anthony van DyCk, 1 599-1641. Flemish School. 

Life-size, half-length. Prince Rupert is clad in 
armour, but his head is uncovered and his hands without 
gauntlets. The right rests on the hilt of his sword. In 
his left he holds a baton. Both are quite young men. 
Their long curly hair and huge lace collars give them 
somewhat an effeminate look in spite of the armour, but 
their features are intelleftual and refined, and the attitude 
of each is manly and dignified. It is an admirable 
group, and one of the best examples of Van Dyck in the 
gallery. 

145 Portrait of Isabelle-Claire-Eugenie of Austria, by G 
Anthony Van Dyck, 1 599-1 641. Flemish School. 

An excellent and interesting portrait. 

149 Portraits of a Lady and her Daughter, by Anthony G 
van Dyck, 15 99-1 641. Flemish School. 
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^A life-size group, very charming and refined in treat- 
ment. The black silk dress of the seated figure is 
cleverly relieved by the crimson covering of the chair 




Portraiis of a Lady and her Daughter, by Van Dyck. 

and the amber-coloured curtain behind. The lady, 
though approaching middle age, is still beautiful, with 
well-bred features and benign expression. The little girl 
is one of the most delightful portraits Van Dyck ever 
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painted ; the face full of charadter and intelligence, yet 
perfe<ft!y childlike and simple. Observe how ingeniously 
the amber colour of the curtain and the crimson of the 
chair are repeated in the child's dress. 




Portraits of Richar.-iot and his Son, by Van Dyek, 



150 Portraits of yean Grusset Rickardoi, President of the 
Privy Council of the Netherlands, and his son, by An- 
thony van Dyck, 1599-1641- Flemish School. 

A work of high artistic quality, and well worth 
examination. 
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[51 Portrait of the Duke of Richmond, by Anthony G,G. 
van Byck, 1599-1641. Flemish School. 

He is represented at half-length, standing without a 
coat, and in breeches of crimson satin. His long fair 
hair falls in ringlets on his shoulders, and the small turn 
down collar of his shirt is fastened with a diamond 
button. The elegant neglige of the Duke's costume 
and his delicate features give this portrait a somewhat 
effeminate look, contrasting curiously with the manly 
vigour and dark complexion of the person represented 
in No. 153. The yellow pear which the Duke holds 
in his left hand deftly repeats the colour of his hair 
and breaks the monotony of the white shirt, 

152 /'i?r^rrt;V(?/'/^f'w.ff^ by Anthony vanDyck, I 599-1641. G.G. 
Flemish School. 

Life-size, bust-length, three-quarter face turned to the 
left. He wears a green velvet doublet unbuttoned at 
the chest. Van Dyck's features as here represented indi- 
cate refinement and intelleift ; the forehead is broad and 
capacious, the chin small and delicate, the dark grey eyes 
full of expression. His hair falls negligently round his 
head, and the auburn moustaches and imperial give a 
charaifteristic piquancy to this vigorously painted and 
interesting portrait. 



^53 Portraitofa Man, by Anthony van Dyck, 1599-1641. G.G 
Flemish School. 
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Life-size, half-length. The head, turned to the right, 
is uncovered, with chestnut hair and fair moustaches. 
He is dressed in black, and stands with his right hand 
on his hip, while his left rests on the hilt of his sword. 

A magnificent portrait of a handsome man, with fine 




Portrdit of Van Byck. 



features and a frank honest expression. There is but 
little definite shadow on the face, a touch of grey or 
brown here and there ; the rest is in broad light, and the 
form indicated by gradation of colour. The modelling 
of the right cheek Is a most masterly piece of execution, 
painted in at once with a swift but certain brush, and 



incapable of improvement by retouching. It is a pity 
that there is such a mass of black in the piifture. The 
vitality of the flesh tints might have been preserved with 
a less violent contrast 

4 Portrait of a Man, by Anthony van Dyck, 1599- G.G. 
164!. Flemish School. 

Life-size, half-length, the head uncovered, with long 
hair falling to the shoulders. He wears a black doublet 
with full sleeves, a cloak is thrown over his shoirlder, 
and his left hand rests on his hip. A fine manly por- 
trait, in which black, white, and grey make an admirable 
foil for the flesh tints. Observe the masterly painting of 
the hand, which hangs over the arm of the chair. 

5 /'i3r/ra;/<7/"3 J/ii«, by Anthony van Dyck, 1599-1641. G.G. 
Flemish School. 

Life-size, half-length, three-quarter face turned to the 
right, He wears a satin doublet o? feuHle-morte colour, 
and a brown cloak. His head is uncovered, and the hair 
long. This is by no means one of the best examples of 
Van Dyck, but it is noticeable because the position of the 
left (foreshortened) arm is identical with that in Van 
Dyck's portrait of Charles I. (No. 142, Salon Carre). 
This foreshortening was evidently a little feat of dex- 
terity on the part of the painter, and is justified by com- 
plete success. 




MsJcnna a„d Child, by Van Eyck, 

In an open porch or vestibule arcaded on three sides 
and paved with marble of different colours arranged in 
compartments, the Virgin sits on the right hand, clad in 




a long mantle of dull red, the border of which is em- 
broidered with gold and enriched with precious stones. 
Her head is uncovered and bound with a fillet from 
which the hair falls in profusion routtd her shoulders. 
Her eyes are downcast and the lips firmly compressed. 
On her knees she holds the Infant Christ, who bears in 
His left hand a crystal globe surmounted by a gold cross 
decorated with gems, and raises His right hand in bene- 
ditftion towards the donor, a middle-aged man, who 
kneels opposite at a prie-dieu, dressed in a richly bro- 
caded robe trimmed with fur. Through the open arches 
in the background is seen a garden gay with lilies, roses, 
and corn-flags, terminating in a battlemeiited terrace. 
Peacocks and other birds are in the garden, and a man 
leaning on his stick stands near another figure who stoops 
forward to look through one of the embrasures. Beyond 
the garden is a river spanned by a bridge and studded 
with islands. In the distance is a town, and a range of 
mountains completes the landscape. 

Of this marvellous picture it is sufficient to say that 
for elaboration and almost microscopic finish of detail, 
there Is nothing so remarkable in the Gallery. It is in 
excellent preservation, and one of the finest examples of 
Van Eyck in existence. To appreciate its full excel- 
lence it should be examined on a bright day, the ordi- 
nary light in the Salon Carre being hardly sufficient to 
reveal all its beauties. It is painted on panel and origi- 
nally belonged to the Musee Napoleon. 
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Fahriano — Favray. 

171 Madonna and Child, by Gentile da Fabriano, 1J70- S. 
1450 ? Umbriaii School. 

The Virgin, sitting in the midst of a landscape, sup- 
ports on her kne&s the Infant Christ, while St, Pandolfo 
Malatesta of Rimini kneeling before Him receives a 
benediftion. In the foreground to the right is a stag. 
In the distance are seen fortified castles and mountains, 
A dark and sombre pi(5ture, with pale flesh tints, much 
stippled. The Virgin's figure is about one-third life- 
size. She wears a sage green mantle minutely powdered 
with gold. There is no beauty in her quaintly propor- 
tioned figure and rudely modelled features — a long nose, 
small prim mouth, and no visible eyebrows. The drapery 
is complex in fold and apparently studied from nature, 
but the distant hilts are purely conventional in form. 

The extreme rarity of this painter's works makes this 
example very interesting. 



193 Ladies of Malta visiting, by Le Chevalier Antoine de S. 
Favray, 1706-1789. French School. 

In the interior of a room a Maltese lady richly 
is greeting another lady attired in a large black mantle. 
Behind her a negress offers fruit to a child. Farther 
back five other ladies are seen, also dressed In black. 
This pifture has been much over-varnished, and in its 
present condition the surface of the canvas looks as if it 
had been coated with gelatine. Making due allowance 



'- 75 

for this defeift, the colour may be described as good, and 
the composition as simple and unaffeifted. 

77 Si. Paul, by Gaudenzio Ferrari, 1484-1550. Pied- C 
montese School. 

St. Paul is seated before a pulpit, his right hand rest- 
ing on a book. In the background is represented the 
conversion of the saint, with a distant view of a town 
(Damascus ?). 

This pi{5ture, which bears the painter's signature, is the 
only example of 'his work in the Louvre, 

The figure of St. Paul is life-sizCj the head eminently 
pifturesque in treatment, with hair and beard of reddish 
hue. He seems to pause as he reads the sacred volume 
before him, and turns his eyes upward with an expres- 
sion of thoughtful reverence. The brilliant hues of the 
drapery, in which we find green shot with blue, and a 
scarlet robe lined with russet brown, contrast somewhat 
crudely, and the distant landscape has a suspiciously 
fresh and renovated look, but the height at which the 
piiSure is hung makes it difficult to form a definite 
opinion on the question suggested by these peculiarities. 



195 Portraits of a Master and his Pupil, by Claude le S.F. 
Ffevre, 1633-1675. French School. 

The master, an aged ecclesiastic robed in black, stands 
near a table, looking down at the youth whom he is in- 
stru(5ting. The latter, whose face is seen in profile. 



bends forward to listen. He is also dress-d in black, 
and wears a white collar, holding his hat in his hand. 
Both figures are seen to the knees. 

This is a finely painted group, and a great contrast to 
the uninteresting portrait by Rigaud (479) which hangs 
beside it. The features both of the man and boy are 
full of expression and character, though how they can be 
illumined under the conditions of light suggested in the 
background is somewhat inexplicable, 

ig6 Por'trait of a Man, by Claude le Fevre, 1633-1675. ! 
French School, 

Bust-length; life-size. Three-quarter face turned to 

the left. He wears a black dress and a black skull cap. 

This is a vigorously painted portrait, in which may 

perhaps be traced the influence of Flemish art. The 

modelling is careful and the chiaroscuro forcible. . 

182 The Coronation of the Virgin. Fra Giovanni da ! 
Fiesole (Fra Angelico), 1387-1455. Florentine School. 
Christ seated on a throne crowns the Virgin Mary, 
who kneels before Him, Angels standing on the steps 
of the throne play on musical instruments. On either 
side are ranged numerous apostles and saints, including 
St. Dominic, St, Peter Martyr, St. Etienne. In the fore- 
ground to the left may be noticed St. Thomas Aquinas, 
St. Francis of Assisi and St. Nicholas kneeling. To the 



77 

right are St. Mary Magdalen, St. Catherine of Alex- 
andria, St. Agnes, St. Clare, also on their knees. 

On the predella are painted seven subjefts from sacred 
and ecclesiastical history. This is a large and fine ex- 




ample of Angelico, containing numerous figures, of which 
those in the foreground are about two-thirds of life-size. 
In the head of our Lord the painter has realized a grace 
nd dignity which later art has rarely attained. He has 
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also taken infinite pains to give variety and contrast to 
the heads in this crowded composition. Close-shaven 
monks alternate with bearded marCyi'S, and even the 
colour of their hair is carefully diversified, but owing to 
the absence of expression and the conventional modelling 
of features, this palpable effort to secure individuality has 
missed ils aim. Many of the nimbuses have jewelled 
borders, and the colours used are pure and vivid, but the 
work is of course decorative rather than realistic in 
charaifter. The draperies are textureless, and even the 
vcining of marble on the steps to the throne is rudely- 
painted. 

This pi6ture, which is executed on panel, was formerly 
in the Church of St. Dominic at Fiesole, where it was seen 
and admired by Vasaii. 

; The Martyrdom of Si. yohn the Baptist. Fra S.S 
Giovanni da Piesole (Fra Angehco), 13 87- 1455. 
Florentine School. 

On the left, the saint, prostrate before the door of his 
prison, is struck by the executioner. On the right, 
Salome, clothed in a rose-coloured tunic, dances before 
Herod and four other persons seated at a feast. 

This is a small and curious example of Angelico, very 
archaic in style, but interesting from the y«flj/-domestic 
chara<5ter of the scene. The figures are only a few inches 
high, but it will be noticed that their features are care- 
fully delineated, and that the heads in profile show the 
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iris quite in the corner of each eye. The adion of 
Salome is at least graceful in motive, and the colour of 
her robe is tenderly expressed. The diapered pattern 
r behind the seated figures seems to have been repainted. 
This piifture was presented to the Louvre in 1878. 




The Virgin, Infant Clirisr, and St John, by Boiiicelli. 

84 The Virgin and Child, with Sf. John the Baptist. S.S.M. 



Sandro Filipepi (Botticelli), 1447-1510. Florentine 

actiool. 

I The Virgin Mary, whose face is seen in profile, is 
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seated in a garden, holding the Infant Jesus on her knees ; 
on the left is the youthful St. John, In this charming 
group we recognize, not only the refined sentiment which 
is charafteristic of BotticelH's work, but also — what is 
rarer — a keen sense of physical beauty. The Virgin's 
features are deUcate in outline, and the transpatent veil 
of white muslin which covers, without concealing, her 
golden hair, is very tastefully arranged, while the pow- 
dered aureole on her head forms an agreeable substitute 
for the usually solid nimbus. Note the careful model- 
ting of the left hand resting on the Child, whose aftion 
is graceful and true to nature. One of the most delight- 
ful features in the composition is the hedgerow which 
forms the background of the group, and in which pink 
and pale roses alternate with sprays of delicate green 
leaves, set against a blue sky. Indeed the scheme of 
colour throughout is admirable. The figures are half- 
length, and nearly life-size. The piifture is painted on 
panel, and formed part of the colleftlon of Louis XVIII. 



Venus. School of Filipepi (Botticelli). gj 

The goddess is lying on the ground in open air. 
Three amorini sport beside her. Background of moun- 
tains. This pifture will remind English visitors of a 
very similar work attributed to Botticelli in the National 
Gallery. It is impossible to doubt that they were painted 
by the same hand. 



vragona 

196 A Girl with Cupid,hy Jt^n Honore Fragonard, 1732- 
1806. French School. 

A fanciful little sketch, in a very light key of colour. 
The unreal and fairy-like treatment of the subjed pre- 
sents some excuse for its want of delicacy. 

Francia, (See Raibolini.) 

Garofalo. (See Tiei.) 




221 The Village Ft-le, by Gellee (Claude Lorrain), 1600- S. F, 
1682. French School. 

On the left are several sportsmen, two men and a 
woman, on horseback. Beyond, a group of figures seated 
1 hillock. In the centre, peasants are dancing, while 
I group of shepherds look on. In the foreground are 
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rustic musicians performing. Cows, dogs, and goats 
appear to the extreme left, and in the distance is a river 
crossed by a stone bridge. 

The effed: of Hght depicted here is, as usual, very 
tender and attradive, but it is to be regretted that 
Claude's trees are so conventional in form and colour, 

222 A Seaport at Sunset. Gellee (Claude Lorrain), 1600- S.1 
1682. French School. 

On the left is the entrance to a palace, reached by a 
semicircular flight of steps. Bejond, a large and hand- 
some building with angle turrets. On the right is a 
fortress. 

The port is filled with ships and boats illumuied by 
the setting sun. In the foreground, on a beach covered 
by bales of merchandise, casks, &c., is a group of figures, 
among whom two sailors are fighting, while a man, 
drawing his sword, comes to interfere. On the left are 
two women, and a man seated on a large packing case 
is playing the guitar.'' 

At first sight the architecture on the left of the pifture 
looks unnaturally pink, but after the eye has rested for a 
few moments on the yellow sunset, surrounded by pale 
orange light, the relations of colour seem correift and 
satisfaiftory. The figures are not so good as usual. 

223 The Landing of Cleopatra at Tarsus. Gell^e (Claude S. 

Lorrain), 1600-1682, French School, 



Geliee. 
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On the right CJeopatra, accompanied by six female 
attendants, and escorted by Dclius, an officer of Antony, 
proceeds to disembark before a palace, whose steps are 
washed by the sea. Antony, followed by his suite, 
advances to meet her. On the left are two richly 




by Claude Celiac. 



decorated vessels at anchor. In the distance across the 
sea are a town and other buiidings. 



524 David consecrated king by Samuel. Geliee (Claude S. F. 
-ain), 1600-1682. French School. 
I- To the left of the pifture, Samuel, standing under the 
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Geliee. 

peristyle of a Doric temple crowned with statues, conse- 
crates the youthful king, while attendants prepare the 
sacrifice. In the foreground, under the shade of lofty 
trees, are seated three women, one of whom has an infant 
on her knees. A young man stands near them. In 
the distance is a river, crossed by a large bridge, with 
mountains beyond. 

Very mellow and charming in colour. No landscape- 
painter of his time realized such truth and beauty in 
aerial perspedtive as Claude, In this example the dis- 
tant view is tender in colour and very charming. The 
figures are inferior, and the shadows in the foreground 
are unduly forced. 

225 Ulysses returns Chryseis to her Father. Gellfie S.I 
(Claude Lorrain), 1600- 1682, French School. 

The vessel is in port at some distance from the temple 
of Apollo. To the left, on a peristyle ascended by a 
large flight of steps, the priest Chryses receives his 
daughter from Ulysses in the presence of a vast crowd. 
Before the temple is a boat containing men and oxen 
intended for the sacrifice. In the foreground on the 
shore are sailors with bales, &c,, and a negro who 
presents a casket to the travellers. 

This is one of the largest and perhaps finest ex- 
amples of Claude in the Louvre. It is to be regretted 
that he painted so many sunsets, and generally with the 
same effeft. They are very beautiful, but one is apt to 
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weary of the same tricks of light and colour again and 
again repeated. 



26 View 0/ a Sea Pari. Sunlight effeftj veiled by fog. S. F. 
Gellee (Claude Lorraiti), 1600-1682, French School. 
In the middle distance to the right is a palace 
decorated with Ionic columns, and surmounted by a 
terrace on which statues are placed. In the centre of the 
picture are a ship and two boats. On the left fortifica- 
tions, with mouniains beyond. In the foreground two 
soldiers in classic armour, accompanied by a page, are 
about to embark in a boat. To the left are a woman 
seated, with a child in her arms, and other figures. 

The composition of this picture is somewhat peculiar. 
The sun is half hidden by a round machicolated tower, 
on the left of which a steep conical mountain rises from 
a range of hills abruptly terminating. 

' The glow of yellow sunlight which just illumines the 
outline of figures in the foreground is very lovely, and 
charafteristic of the painter. 

32 Entrance to a port, with sea vino. Gell^e (Claude S. F 
Lorrain), 1600-1682. French School. 

In the foreground, to the right, a boat laden with 
merchandise is making for a port at the entrance to 
which a lighthouse is reared on a rock. Beyond the 
port is seen a large town with mountains in the distance. 
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236 Cupid and Psyckej bv Francois Gerard, 1770-1837. S.S 
Frerxh SchooL 

TfiLS picture is too well known to need description 
here. The painter has succeeded in investing it with a 
necxiassic grace which is both delicate and refined, a 
remarkable achievement considering the subjed, the date, 
and nationality of the work. Both faces are very beau- 
tiful, that of the Psyche is a model of maiden purity and 
innocence, and the drapery is painted with extraordinary 
care and finish* But it must be confessed that the ideal 



of beauty attained is sculpturesque rather than pitSlorial. 
The flesh tones are untrue to nature, and even the 
flowers at the feet of the group are artificial in colour. 
_The pidture, nevertheless, represents an interesting and 




.d Psyche, by Gerrfrd. 

remarkable phase of taste in French art, in which it is 
satisfadtory to find no trace of the sensuality of the 
schools which preceded and which have unfortunately 
followed that of Francois Gerard. 
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239 History and Poetry^ J 1837. French School. 
These are two large oblong piftures, each containing 

two figures of colossal size, apparently engaged in flying 
away with a rolled up carpet. In style of composition 
and in treatment of drapery they suggest an imitation of 
Paul Veronese's decorative paintings. 

240 Portrait of M. Isadey, miniature-painter, and his &■ 
daughter at the age of five (afterwards Madame Ciceri), 

by Francois Gerard, 1770-1837. French School. 

An interesting life-size portrait group, simple and un- 
affeifted in pose, and excellent in colour, notwithstanding 
the difficulties presented by modern dress. This is one 
of many examples which show what French painters of 
this date might have achieved it they had not been misled 
by the ambitious aims of the Grand School. 

242 The Raft of the "Medusa" by Jean Louis Andre S.« 
Theodore GericaxUt, 1791-1824. French School. 

The frigate " Medusa," with three other vessels, sailed 
from France on June 17th, r8i6, having on board the 
governor of St. Ix>uis (Senegal), and about 400 hands. 
On July and she ran aground, and after vain attempts 
to get her afloat again, 145 of the crew and passengers 
were launched on a raft. Of these, who for twelve days ' 
were exposed to the miseries of famine, fifteen only were 
rescued in a dying state by the " Argus." 



Gericault. \ 

This is an enormous piifture of an inexpressibly pain- 
iiil subject. It is impossible to judge of such a work by 
any recognized standard of artistic criticism. The 
colossal figures are grouped after a melodramatic fashion 
^vhich is probably far removed from the realities of the 




The Shipwreck of the « Medusa," by G^ncaulr 



«cene, and one can only regret that pitSorisl ability 
should have been wasted on the produflion of a work 
which can serve no purpose but that of satisfying a 
morbid taste for horrors. 



143 Mounted Officer of the Imperial Guard, by J. L. A. S.S.C. 
T. Gericault, i79!-i824. French School. 

It is said of this pidure, which was exhibited at the 
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Paris Salon in 1812, that it was painted in twelve days, 
and produced a great sensation. After a lapse of more 
than two generations, this enthusiasm has substantially- 
waned. The attitude of the warrior is no doubt heroic 
in motive, but to the ordinary observer it would appear 
that the gallant chasseur meditates an attack not so much 
on the enemy as on his horse's tail. 



775 EpsomRacesin 1821, by J. L. A. T. Gericault, 1791- S.S 

1824. French School. 

It is pleasant to turn from examples of the grand 
style to this clever httle pidlure. The horses are at full 
speed, their adtion admirably rendered. One may almost ' 
hear the thud of hoofs upon the turf And the 
painting has this additional merit, that it is absolutely free 
from the vulgarities which ordinarily charadterize a 
sporting scene 



778 The Race-Coitrse, by J. L. A. T. Gericault, 1791- S.S, 
1824. French School. 

Another clever little sketch of racehorses, painted 
with excellent taste and skill. 



202 The Visii of the Virgin to St. Elizabeth, by Domenico S,C 
Ghirlandajo, 1449-94. Florentine School. 

The Virgin stoops towards St, Elizabeth, who kneels 
before her, while Mary Clcophas and Mary Salome 



stand near on either side. The group is finely designed 
and executed with great care, both in regard to the 
graceful adtion of the figures and arrangement of 
drapery, which is disposed \n crisp, well-studied 




■ folds. But whatever may have been its original condi- 
tion, the picture is now crude and unpleasant in colour. 
Bright lemon yellow shaded with orange contrasts 
Wrshly with the blues (both light and dark), while green 
lid rose pink create a further discord. The background 
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is architeftural, and through an open arch in the rear a 
town is seen in the distance. 

The pi(5tiire is painted on panel and bears the date 
1491, It belonged to the Musee Napoleon. 

In the Salle des Sept-Metres is a newly acquired 
picture attributed to Ghirlandajo.' 

The subject is interesting from its grotesque peculiarity. 
It represents an old man (bust-length, and rather larger 
than life), with grey hair, and a hideously deformed 
nose, dressed in a scarlet robe, caressing a child who wears 
a cap or fez of the same colour. The child has beautiful 
flaxen hair, which falls in curls round his head. Repul- 
sive as the man's features are, they wear an expression of 
gentleness towards the boy, who looks up into his face 
with wonder. In the background is an open window 
through which a conventionally treated landscape is seen, 

Giorgioue. (See Barbarelli.) 

192 St. Francis 0/ Assist receiving the Stigmata, by Oiotto S^ 
(di Bondone), 1276-1337. Florentine School. 

The saint is kneeling at the foot of a mountain, while 
Christ, represented as a six-winged figure, flies towards 
him from above ; the stigmata being conveyed by gold 
rays. The lower portion of the picture is divided into 
three compartments, representing respe<5lively the Vision 

' Unnumbered in 1881, 
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of Pope Innocent III., the same Pope sanftioning the 
Order of St. Francis, and St. Francis preaching to the 
birds. 

It is instruflive to compare this pifture with the 
earlier one (153), and to note the transition from the 
purely monumental and decorative treatment adopted 
by Cimabue to a condition of art which is half-conven- 
tional, half- realistic in aim. Here, while the folds of 
St. Francis's robe are painted with a certain regard for 
natural effedt, both in form and colour, the trees and 
mountains in the background belong to a strii5t!y archaic 
type of representation. The use of chiaroscuro is so far 
recognized as to present a llghtand dark side to each figure, 
but cast shadows are not yet adopted. The persped:ive 
is tolerably correift, but the arcliitefture is typified rather 
than represented. 

The picture bears the following inscription: " opus , 
locTi . FLORENTiNi." It was broiight from the Church 
of St. Francis at Pisa. 

G-irodet. (See Trioson.) 

Girolamo dai Libri, (See Libri.) 

J9 The Triumph of St. Thomas Aquinas, by Benozzo S. S. M. 
Gozzoli, 1420-1498. Florentine School. 

This curious design is divided into three parts. The 
uppermost or celestial one is occupied by a representa- '; 

tion of Christ in the aft of benedidtion, attended by | 
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St. Paul, Moses, and the four Evangelists. In the central 
compartment, where the figures are on a larger scale, St. 
Thomas Aquinas is seen seated before a golden glory 
between Aristotle and Plato, while Guilhiume de St. 
Amour lies in an undignified attitude at his feet. In 
the lowest portion is rcpn;sented Pope Alexander IV. 
presiding at an assembly of ecclesiastics. These figures 
are drawn with much spirit, and with an attention to 
individual chara(5ter in the features which is very re- 
markable in a work so archaic in style. The heads 
diminish in corrcift perspeflive towards the distance, but 
there is no attempt to secure effeift by shadow. Where 
crimson is used as a background the relief is crude and 
unpleasant, but this is avoided in the uppermost group, 
where the ground is blue. 

This piifture, which is painted on panel, was originally 
in the Cathedral at Pisa. 

200 This large and interesting altar-piece is also attributed S, 
in the official catalogue to Benozzo Gozzoli, but is 
much more suggestive of Fra Angelico in design and 
colour. It represents the Virgin enthroned, vnth the 
Infant Jesus standing on her knees. On her right are 
St. John the Baptist, St. Francis of Assisi, and St. 
Laurent, On her left are St. Jerome, St. Comus, and 
St, Damian, Background of orange trees and cypresses. 
The figures are nearly life-size, with features and ex- 
pression of marked individuality, buthttle or no physical 
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Granet — Greuze. 



ieauty — all the heads havinj 



95 

nail weak chins. The 
drapery is excellent both in line and colour, but when 
gold diaper patterns are superposed, it is to be observed 
that they are drawn geometrically, without reference to 
the folds below. The fruit -and flower-bearing shrubs 
which form the background are carefully studied, and 
add greatly to the interest of the pifture, but it is re- 
markable that while treating forms of human and vege- 
table life with skill, the painter seems to have been 
utterly indifFerent to realism in certain minor accessories. 
The veining of the marble step on which the Virgin 
rests her foot is rude and almost childish in execution. 
In the prcdeila are represented incidents in the life of 
St. Jerome and other saints. 



►> Redemption of Prisoners at Algiers, by Fran<;ois S.F. 
Marius Granet, 1775-1849. French School. 

The smooth self-satisfied vulgarity of this painter's 
^^vork may be cited as an instance of the utterly perverted 
^Hbste which distinguished most French art of his time, 
^Hnd which is all the more to be regretted when one re- 
members what a large amount of natural talent was 
wasted on such produdions as this. 



206 Headofa Fot;«_^ G"/;-/, by Jean-Baptiste Crreuze, 1725- 

1805. French School, 
^^ A blonde, dressed in white. The face, seen in profile, 
^HBiows either a natural defed or a curious error in draw- 



L.C. 



I big of the eye. With this exception the head is ch^irm- 

I ingly modelledj and, like many of Greuze's unfinished 

I studies, is very attractive in colour. 

I308 Porirat'i 0/ Gerisonntf, hy ]Qzn-Ba-pt\ste Greuze, 1715- 

I 1805. French School. 

I Bust-length, dressed in black, with a white waistcoat 

I and cravat, and powdered hair. 

iaog Portrait of Fabre d' Eglantine, by J.-B. Greuze, 1725- 

I 1805. French School. 

I ^ Bust-length, dressed in black, with buff waistcoat and 

I hideous cravat of the period : hair powdered. 
I These are two sketchy but refined and effeiftive por- 

I traits, ill some respefts more agreeable than the painter's 

I finished works. 

1:263 The Broken Jug. Jean-Baptiste Greuze, 1725-1805. S 

I French School. 

I A well-known pifture of a pretty girl in a pretty 

I white frock, with an apron full of delicate carnations, 

I which harmonize admirably with her dress. The flesh 

I tints are over-prettified, as In most of Greuze's works, 

V where we are accustomed to find pink and white com- 

I ■ plexions diversified with blue-grey shadows and warm 

I refleifled lights. The girl bears the " broken jug " with 

I an air of perfeft equanimity, and, so far as the title of 

I the pifture is concerned, it might as well have been a 



rreuze- 



-Gros. 



sound one. She has bright blue eyes, auburn hair, and 
cherry-coloured Hps, In this type of youthful portraiture 
Greuze is charming. What he could descend to in 
subjeft pidtures may be judged from an examination of 
261 and 262, which violate every principle of good 
taste. 

Two Studies of Voun^" Girls' Heads, by J.-B. Greuze, S. F. 
1725-1805. French School. 

Both very pretty and tenderly painted, though not 
with quite so much finish as the painter usually bestows 
on his work. 267 has apparently been re-touched, 
the eyelashes, nostril, and mouth being accentuated with 
brown paint quite out of keeping with the rest of the 
pidure. 

Napoleon visiting the Battlefield 0/ Eylan (February S.S.t 
9th, 1807) before reviewing his Troops, by the Baron 
Antoine Jean GrTOS, 1771-1835. French School. 

An enormous pidure, evidently designed in glorifica- 
tion of the first Napoleon, who occupies a conspicuous 
place in the centre of a crowded composition. The 
foreground is filled with the dead and dying, whose 
forms present a painful contrast to the elegant winter 
costume of the emperor and his staff. The figures 
are grouped with considerable skill, and the chromatic 
scheme of the painting is infinitely superior to many 
contemporary works. 
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276 Francis I. and C/iarles V. visiting the tombs in th- -^ S 
Church of St. Denis, by Antoine Jean Gros, 1771^ 
1835. French School. 

A long upright pi<5ture, in which the figures are abou^^* 
half life-size. The costumes are treated with great skill— — 
The he.ids vary considerably in merit, but the group is-^^ 
very well composed, and in point of colour the work 
is far superior to contemporary examples of the French 
School. 

207 View in Venice^ by Francesco Guard!, 1712-1793. * 
Venetian School. 

The Doge embarking at the Lido. Gondolas and 
boats decked with flags. 

208 The Church of the Salute, Venice, by Francesco ^3 
Guardi, 1712-179^. Venetian School. 

The Doge, attended by a procession, enters the church 
to celebrate the termination of the plague in 1630. On 
the left gondolas, &c. 

These are but indifferent examples of Guardi, and 
greatly inferior to Canale's work. The building in 208 
is faulty in perspeiitive. 

211 Procession of the Doge to the Church of San Zaccaria, Qf\ 
by Francescc Guardi, 1712-1793. Venetian School. 
This is better in colour, but very careless in the 




I oo Guardi — Hah. 

rendering of architedural detail. The figures are 

vigorously sketched, 

; Interior of ike College Hall, Ducal Palace, Venice, by Gi 
Francesco Guardi, 1712-1793. Venetian School. 

The Doge is seated at the end of the room, surrounded 
by senators. Before him are a crowd of figures, chiefly 
masked. This is a hasty sketch, but efiFedive in tone 
and colour. The figures in black domino cloaks pre- 
sent a very curious appearance. 

^neas relating to Dido the misfortunes of Troy, by S; 
Pierre Narcisse Gu^rin, 1774-1833, French School. 

A large piiflure, with figures which exceed the size of 
life. It is painted much in the sty le of David, but is in- 
ferior to his work. The very smoothness and finish of 
the execution becomes offensive in a painting which 
lacks all sense of colour. 

Guido. (See Reni.) 

I 65 The Gipsy, by Frans Hals, 1584- 1666. Flemish I 
School. 

Bust-length, full-face, with brown hair falling over 
her shoulders ; she wears a red bodice and white chemi- 
sette. A clever and effedlive life-size sketch, but coarsely 
painted and decidedly canaille in expression. 



Heem — Heist. i o i 

J^ruit and Dishes on a Tadle, Jan Davidz de Heem, G.G. 

1600 ?-i674. Dutch School. 

Painted with great care and finish — form, colour, light, 
and shade all faithfully rendered — yet the group is 
too artificially composed to be interesting. No one in 
his senses ever put a heavy dish of choice fruit askew on 
top of a basket where it would slip off in a moment, or 
left lemons half-peeled in such a position. The careless- 
ness is too careful. 



The Award 0/ Archery Prizes, by Bartholomeus van G.G. 

der Heist, 1613 'i-idjo. Dutch School. 

Four members of an Amsterdam archery club, dressed 
in black, are seated round a table covered with a richly 
woven fabric. Three of them hold prizes, while the 
fourth addresses his colleagues. In the middle distance 
is a woman bearing a silver mounted drmking-horn. In 
the distance are three of the competitors, with bows and 
arrows. In the left corner is a spaniel. 

Admirable alike in taste and execution. The figures 
are about one-fourth life-size. They are most ingeniously 
and effeiflively grouped from a piiftorial point of view, 
and yet the attitude of each is perfedtly natural and un- 
affeifted. There is great charader and individuality in 
all the heads, but that of the cavalier who, turning 
round in his chair, looks out from the picture, is the most 
remarkable for difjnity and expression. Nothing could 



. 



be more perfeft of its kind in composition and dexterity 
of workmanship. 



^98 Portrait of a Man, by Bartholomeus van der Helst^ ^ 
' 1613 ?-i670. Dutch School. 

Life-size, half-length, full face, head uncovered. He 




Tlie Archery Prize Award, by B. van der Heist. 

wears a black doublet with open sleeves and a turn-down 
lace cellar. His right hand rests on his cliest, and his 
left by his side. 

Xgg Portrait of a Lady, by Bartholomeus van der Heist G.G 
Companion picture to the above. Life-size, half-length. 
She is dressed in black with an under robe of yellow, and 
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Hemessen — Hey den. 103 

carries a fan. In the background is an open window 
from which a landscape is seen. 

These portraits are extremely interesting and well 
worth examination. They do not, indeed, reveal the 
qualities of colour and rare facility of execution which 
charafterize Van Dyck's work, but they show great per- 
ception of individual character, are admirably modelled, 
and tasteful in pose^ 

> Tobias restoring his Fathers eyesight, by Jan van G.G. 
Hemessen (i6th century). Dutch School. 

The subje6t of this painting is taken from the 
Apocrypha (Tobit xi. 11-13). On the left, Tobit sits 
with his hands crossed on his breast, supported by Anna 
his wife, and Sara, Tobias, holding a dish in his left 
hand, touches his father's eye with the right. Behind 
him stands the angel Raphael, leaning on a staiF. 

This is a large pi(5ture, hung high. The figures are 
about life-size, and partially draped, the nude limbs being 
modelled with care. But the shadows are forced, and 
the colour violent, especially in the flesh tones, which are 
hot, and rendered more so by contrast with a bluish 
green background. Portions of the work seem to have 
been repainted. 

H13 Church and Square in a Dutch To'd.m, -i 
104 View of a Village on the banks of a Canal, | "^ J ""^ ^^" '^■*^- 
der Heyden, 1637-17 12. Dutch School. 

Two pretty litde examples of the artist : the archi- 



104. Hoi 

tefture very cleverly painted, with great care and finisti. 
Note the faithful and accurate rendering of brickworl* 
in 203. The effeft aimed at in each case seems to t»« 
that of twilight. The figures in both are by Adriaa-in 
van der Velde. 




he bank of a Canal by \ i 



He del 



°''4 The Water Mill, by Meyndert Hobl)ema, 1638-1709. G.( 
Dutch School. 

In the foreground to the right are two large trees on 
the banks of a river. In the middle distance is a mill 
Further off" are seen another mill, and a cart drawn by a 



Holbein. 105 

•white horse. The sunshine introduced in the middle 
distance is very efFedive, but the effeift is obtained, as in 
most Dutch piiftures of this class, by shrouding the fore- 
ground in impossibld'gloom. The trees and foliage are 
slovenly and untrue to nature. 

' Portrait oj Nicholas Kratzer, astronomer to Henry G.G. 
VIII. of England, born at Munich about 1488, by 
Hans Holbein, 1498-1554. Flemish School. 

An interesting example of the master. The portrait 
is life-size, and seen to the waist. The brow, broad and 
intellectual, is partly veiled by light brown hair. The 
features are admirably modelled (without cast shadow) in 
warm flesh tones, the long upper hp giving strong in- 
dividuality to the expression. A black gown, open at 
the chest, discloses linen delicately embroidered with 
black thread in so minute a pattern, that the design can 
scarcely be distinguished without a magnifying glass. 
The rule, compasses, and scissors laid on the table, and 
the mathematical instruments hung on the wall behind, 
are all painted with elaborate care. On a slip of paper 
may be traced a Latin inscription, which includes the 
name of the sitter and the date, 1528, 

0? Portrait of William Warcham^ Archbishop of Can- G.G. 
terbury in 1504, died in 1532, by Hans Holbein, 
1498-1554. Flemish School. 
A life-size, half-length portrait, with the head turned 
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to the left, The bishop wears a black cap and a sur- 
pHce, beneath which is just seen the red border of an 
under garment. His hands rest on a cushion richly 

brocaded with gold. Near him is*a book of devotion. 




Behind, on the right, are a mitre, decorated with pearls, 
and two volumes. On the left is a pastoral staff, sur- 
mounted by a cross enriched with precious stones, and 
an escutcheon enamelled with the arms of the arch- 



J 



Holbein, 
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bishop. Their accessories are all painted with marvel- 
lous care, but the portrait itself is inferior to the previous 
one (206). Iq the upper part of the pidture is the 
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Portrait of William Wareham, Archbishop of Canterbury, 
bv Holbfin. 



illowing inscription: — "anno : dm. mdxxvij etatis 

UE LXX." 



t8 Portrait of Erasmus, by Hans Holbein, 1498-1554. S.C 
German School. 



io8 



Holbein. 



A very interesting work. The head of Erasmus is 
seen in profile, as he sits at a table, writing, dressed in 
black. The figure is about half life-size, and seen to the 
elbows. The strongly-marked features are wonderfully 




lifelike, and wear an expression full of character. This 
is achieved by careful modelling, without needless- obtru- 
sion of detail or elaborate finish. The flesh tints are 
warm, and relieved by transparent shadows. In the 



Holbein. 
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background Is a curtain worked In a diaper pattern. The 
portrait is painted on panels and belonged to the collec- 
tion of Louis XIV. 



109 Portrait of an old Man, by Hans Holbein, 1498- G.C 
1554. German School, 

Bust-length, rather less than life-size. He wears a 
large black cap, and a brown cloak over a black doublet. 
In his hands is a small book bound in red velvet. 

This portrait is remarkable for the wonderful delicacy 
of its execution and the extreme ugliness of the sitter. 
The expression is stern, with lips close set and turned 
down at the corners, the nose clumsy and bulbous. But 
the modelling of these features, and the manipulation of 
the flesh tones generally, invest the work with extraor- 
dinary interest. In criticism of ordinary portraits, one 
finds shadows described as cold or warm ; here they are 
of no definable tint. That which at first sight appears 
grey, reveals on closer examination red or brown gleam- 
ing out of it, while the warmer half tones contain an ad- 
mixture of pearl grey which it almost requires a micro- 
scope to detect. Solidity and relief, too, are secured 
without exaggeration of chiaroscuro. Even the high 
lights on the eyes fall short of pure white, and though 
the extreme contours of the face are sharply and accu- 
rately defined, there is nothing about them which can be 
called an outline in the strift sense of the word. The 
painting is a triumph of technical skill. 
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210 Portrait of Sir Thomas More, by Hans Holbein. G,( 
1498-15 54. German School. 

Bust-length, half life-size. He wears a black cap 
reaching to his ears, and a black over-garment trimmed 
with fur, beneath which is another with green sleeves. 
He holds in his right hand a gold cross attached to a 
gold chain hung round his neck, and in his left a folded 
paper. 

This is an intensely interesting pifture, not only as th& 
portrait of a very remarkable man, but from the marvel- 
lous finish of the painting. Admirers of Sir Thomas 
More will be disappointed to find him such a plain and 
really disagreeable-looking old man. His small eyes, 
his knitted brow, his thick, coarse nose, and long re- 
treating upper lip, are features which could present no 
attra(ftions to an ordinary portrait-painter. Yet on these 
Holbein has bestowed an amount of attention and tech- 
nical skill which is truly astounding, and leaves no doubt 
that the likeness is as faithful as the workmanship is 
faultless. 
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3X1 Portrait of Anne of Clcves, wife of Henry P'/IT.^ 
Hans Holbein, 1498-1554. German School. 

Bust-length, rather less than life-size. The queen 
wears a rich dress of red velvet, the bodice embroidered 
in gold and enriched with a finely designed border of 
gems and seed pearls. The headdress is also a very 
elaborate and beautiful specimen of work, but it entirely 



conceals the hair, after the cruel fashion of the day. 
Anne's face is of an oval shape, with half-closed dreamy 
eyes and thin lips, Her hands are clasped in front. The 
painting is executed on vellum glued over canvas. 



3 Porirati of Sir J?ic/iardS(?ui/tzac//, hy Huns 'Kolbein, G.G. 
1498-1554, German School. 

Somewhat smaller than life, and seen to the waist. 
The face is almost in profile, and turned to the right. 
The knight wears a black cap ornamented with a cameo 
set in gold, and a cloak of purple velvet over a coat with 
black satin sleeves. Dealing with ilJ-proportioned and 
singularly unattrai^ive features, the artist has invested 
this portrait with wonderful vitality and interest. There 
is little or no shadow on the face, but every portion of it; 
down to the stubble of the beard, bears evidence of 
minute and careful finish, while the textures of silk and 
velvet in the dress are rendered with equal skill. Some 
interesting particulars respetfting this picture, and Sir 
Richard himself, will be found in the official catalogue. 

[3 Portrait of a Man, by Hans Holbein, 1498-1554. G.G. 
German School. 

His head, seen in profile, and turned to the left, is 
covered with a black cap. He wears a gown lined with 
fur, and holds in his left hand a carnation and a rosary, 
to which an ornament shaped like a little skull is 
Jied. 



This is a very interesting portrait, about two-tliirds 
lire-size. The features are carefully modelled, but with 
little actual shading. The complexion is a rich brown, 
heightened by colour on the cheeks, and relieved by a 
background so dark that the outline of the black cap is 
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scarcely discernible. The painting of the hand 13 | 

curiously inferior in execution. The piiilure was for- I 

merly ascribed to Garofalo. Its surface is unfortunately ' 
defaced by cracks. . 

218 Portrait of Charles- Louis, Count Palatini oi the GJ 
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'onthorst- 



-HoQch, 
1592-1666 ? 




hine, by Gerard Honthorst, 
Ihool. 

Jfe-size, bust length. He wears a scarf round his 
!ck and a red cloak, which, raised over the right 
lOulder, discloses a cuirass. His head is uncovered. 



9 Portrait of Robert {or Rupert) of Bavaria, Duke of G.G. 
Of ^wiSer/a^f/j by Gerard Honthorat, 1592-1666 ? Dutch 

School. 

Life-size, bust length, wearing a lace collar and 
cuirass. 

Two charming portraits of young men, both eminently 
handsome. 



Pieter de Hooch (17th G.G. 



« pier/or of a Dutch House, 
entury). Dutch School. 
In the tiled porch of an humble dwelling a woman 
seated before a tub placed on a table is chopping up 
vegetables. Near her is a little child with a toy. In 
the background is another woman crossing a court. 
The scejie and subjed of this pidure are ordinary 
enough, but the fidelity and skill with which its condi- 
tions of light are indicated render it a work of high 
artistic excellence. Note the ingenious and eminently 
truthful distinflion which the painter makes between the 
efFedl of the garden wall seen through the open doorway 
and then through the glazed window above. 



1:224 Interior of a Dutch House, by Pieter de Hooch. 
(r7th century.) Dutch School. 

On the left, before a large marble mantelpiece, a lady 
is playing cards with a man, while another, holding a 
glass in his hand, is looking on. ' In the background a 
young girl is chatting with a cavalierj and a servant 
enters bearing a flask. The six persons thus represented 
are all more or less ugly, but the scene is nevertheless 
invested with a charm of light and colour which is emi- 
nently attractive. Perhaps tjo one ever painted daylight 
so cleverly as De Hooch at his best, and this is an ad- 
mirable example of his skill. It may be regretted that 
the flame-coloured silk dress of the sitting lady is not 
less positive in colour, but the mellowr evening glow 
which fills the room, the vitality and human interest of 
the figures, and last, though not least, the technical excel- 
lence shown in the rendering of details such as marble, 
stamped leather, &c., are beyond all praise. It is aper- 
fed: gem of Dutch art. The figures are about fourteen 
inches high. 



237 Fruit and Flowers ^^ by Jan VanHuyBum, 1682-1749. G! 

238 Flowers and Fruit, I Dutch School. 

The remarkable dexterity and minute finish which 
these works display command admiration rather than 
interest. It would be difficult to carry imitation further 
than it! the painting of the fly on the grape in the 
centre of 238. But the general effeft of the group 



Ingres— 

irtificial, and in point of colour, especially, falls very 
short of the excellence realized by some modern painters 
of still-life — William Hunt, for example. 



UOdalisque (?), by J. A. Dominique Ingres, 1780- ! 
1867, does not appear in the catalogue. 

It represents a female figure, nude, and seated on a 
bed, with her back turned to the spedator. Her hair is 
enveloped in a sort of turban of white cloth, striped with 
red; and a curtain hangs in the left corner of the pic- 
ture. The torso and limbs of the woman are admirably 
modelled, and the tones of white in the bed linen are 
rendered with consummate skill. The picture is dated 
1808, and may be noted as a marvel of technical ability 
in execution. 



1.5 The Pasturage. Karel du Jardin, 1635-1678. Dutch G.G 
School 

In front are sheep and lambs, a grazing cow, and • 
poultry ; on the left a calf lying down. Beyond are two 
horses. In the distance a shepherd sits caressing his 
dog. The cattle are well painted, and the landscape 
is truthful in effed: of light, though false in colour. 
The composition of the pidure in a scenic sense is very 
ingenious. Observe the clever contrast of the diagonal 
line formed by the cattle with the slope of the bank and 
trees. 



246 The Grove, by Karel du Jardin, 1655-1678. Dutch G; 

School. 

In the foreground cows, ewes, a lamb, and a donkey. 




ThL Pasturage, bj karcl du Jardii 



In the middle distance are rocks, a tree (nearly leafless), 
and a cascade. Hills in the distance. 

Though on the whole not so good an example of Du 



tin. 1 17 

Jardin as 245, this landscape is remarkable for the 
truth and delicacy with which the cloud cumuli rising 
from the horizon are painted. In resped both of form 




The Grove, by karcl du Jardm. 

and colour one feels that they are carefully studied and 
entirely right. It is curious that a painter capable of so 
accurate an interpretation of nature should have been 



content with a conventional rendering of grass and 
foliage. 

° 249 Landscape and Cattle. Karel du Jardin, 1635-1678" 
Dutch School, 

In the foreground on the left a cow and dog. In the 
middle of a stream flowing between wooded banks is a 
peasant leading a horse harnessed to a cart, in which a 
woman sits holding a child, while a younger peasant 
pushes the cart along. Behind is a man mounted on a 
mule. In front is another carrying a woman. In the 
stream are a donkey and three goats. Beyond is a bridge 
thrown over a waterfall, with mountains, &c., in the dis- 
-tance. 

This is a larger, but on the whole, less interesting 
piifture than 246. It is in fa£t: too large for the subjetft. 
The cart and group of peasants, as well as the clouds 
overhead, are admirably painted, but the greater portion 
of the piiflure is occupied by rocks and trees steeped in 
such gloomy darkness that one can see little or nothing 
of them. 



75 '■'■ Repas mythologique" by Jakob Jordaena, 1593- L, 
1678. Dutch School. 

This curious tide is given to a pifture representing a 
group of old men, seated at a table, feasting. On the 
left stands a satyr, and on the right are three women, one 



»9 

of whom is replenishing a cup. In the foreground are 
vessels of brass and copper. 

This work may be described as an imitation of 
Rubens on a small scale. It is very coarse in design and 
execution. 



7 The Miraculous Dratighf of Fishes. Jean Jouvenet, S.F. 
1644-1717. French School. 

In the foreground a man whose back is turned to the 
speiSator fastens the rope of a boat to a stake on the 
shore, while women are emptying the nets of their con- 
tents. Our Lord, who stands further off surrounded by 
His disciples, raises His hands and eyes to heaven. There 
Is masterly drawing in this composition, but it is marred 
by the unfortunately dramatic pose of the most impor- 
tant figure. 

The same fault may be found with 290, where it seems 
to be made a point that every person represented in the 
group should display hands, which are obtrusively 
thrust forward in all directions, Jouvenet seems to have 
shared this and other errors of taste with some other 
French painters of his time. 

»8 Melancholy^ by Jean Jacques Lagren^e, 1749-1821. S. F. 
French School. 

Personified by a young girl seated at a table, resting 
her head on her hand in meditation. 



120 Lagrenee. 

This figure is rather less than life-size. The girl has 
light brown hair, and wears a white dress, with dead leaf 
yellow drapery thrown over the knees. The background 
is gradated brown. This chromatic scheme of yellow, 
brown, and white, relieved by a soupfOft of crimson in 
the jewelled belt, which is laid diagonally across her 




MelandiQly, by Lagren^e. 

chest, IS admirably managed. The attitude is easy and 
natural, the flesh tints excellent in quality and relieved 
by shadows of appropriate depth. The edge of the 
lower eyelid is a trifle too much accentuated, but with 
this exception it would be difficult to find fault with a 
work which shines by comparison with contemporary 
examples of French art. 



^ancret— 
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ro Spring. \ 

II 6'«w?«er. ( Nicolas Lancret, 1690-1743. French S. F. 

[2 Autumn.\ School. 

[3 Winter. ) 

Four pictures representing the four seasons, 311 
and 312 are examples of the sham idyllic and cockney 
picnic style of art. There is some merit in the landscape 
portions, but the figures are provokirigly afFedtcd in pose. 
The aiftion of the skaters in the winter scene (313) is 
far more natural. 

,1 Portrait of the President of Laage^ by Nicolas de L.C. 
Largillifere, 1656-1746. Frer.ch School. 

Life-size, three-quarter length. He wears a coat of 
greenish grey, brocaded with gold, and a cloak o( feuille 
morte colour; on his head is a huge peruke powdered. 
This grandiose and dexterously painted piflure bears the 
date, 1704. The costume, which is very imposing and 
magnificent, must have presented great advantages to 
the portrait-painter of that day. The features and ex- 
pression of the sitter might be commonplace and un- 
interesting, but arrayed in such garments as these, 
everyone became (on canvas) a hero. 



[4 Portraits of Largilliire, his Wife, and Daughter ^ by L.C. 
Nicolas de Largilliere, 1656-1746. French School. 
I It would be difficult to find two more offensive speci- 
ns of the human race than the cockney sportsman in 
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a full-bottomed wig, and the lady in a flame- coloured 
silk dress, which figure in this remarkable piifture. It is 
dexterous, no doubt, in execution ; but the painter, in 
attempting to imitate the style of Rubens, has only suc- 
ceeded in realizing his worst faults. 

321 Brutus condemning his Sons to death, by Guillaume- ! 
Guillon Lethiere, 1760-1832. French School. 

Brutus, with CoUatinus, his colleague, on his right, 
appears on aplatform overlooking the place of execution. 
Behind them sit the senators in double rows. In the 
centre of the scene two li(itors raise the body of one of 
the sons already executed \ the other, surrounded by 
friends who are anxious to save him, prepares to meet his 
fate. 

This is a gigantic work, measuring perhaps 25 feet 
in length by 15 feet in height. It is grandly designed, ' 
though somewhat forced in effeft, the light and shade J 
being needlessly exaggerated. The heads are of an I 
heroic type, and painted with expression and charafter. 

The chromatic scheme of the pifture has, moreover, 
considerable merit in parts, and, taken as a whole, it 
ranks, next to the works of Subleyras, among the best 
examples of the Grand School in the Salle Frantaise. 

322 The Death of Virginia, by Guillaume-Guillon Lethidre, S, 
1760-1832. French School, 

An enormous pifture, vulgar and melodramatic in the 
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tion of the 6gures, and painted with forced shadows 
and unreal effeiS, but distinguished nevertheless by a 
certain sense of colour which is deficient in much work 
of this period and school. 



)8 Madonna and Child, by Girolamo dai Libri, 1474- ' 
1556. Venetian School. 

The Virgin, whose figure is seen at half-length, sits 
holding the Infant Jesus, who looks towards the youthful 
St. John. In the clouds are four cherubim. Behind 
the Virg'.n is a lemon-tree, 7 he rich and harmonious 
colour of this piiflure constitutes its chief charm, to which 
the graceful background of foliage contributes in no 

tiall degree. The figures are about two-thirds the size 
life, with indifferently modelled features, and flesh 
lies distinguished by a false and sickly kind of finish, 
feulf which is not charafleriscic of the painter's best 
>rk. 

[1 The Vt?-gin and Child, by Fra Filippo Lippi, 1412?- J 
1469. Florentine School, 

The Virgin, standing before a throne, holds in her 
arms the Infant Christ, before whom two saints kneel in 
adoration. Six angels, draped, and bearing lilies, stand 
lund the Virgin. This is a large and important ex- 
ile of the master. The figures are nearly life-size 
grandly conceived, though the design is marred by 
a curious distortion in the drawing of several heads, in- 
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eluding that of the Virgin. It is a low toned piftare, 
with subdued colour throughout, and flesh tints grey to 
to a fault. The draperies are admirable in taste and 
execution, and it is remarkable that while their texture is 
rendered with dexterity, the material of the marble steps .: 
leading to the throne is but rudely indicated. Gold is " 
largely introduced in the borders of robes and the angels' ^ 
wings. In the nimbuses it is laid on in spots. The '! 
pi<fture is painted on panel, and was formerly in the || 
Church ofSanto Splrito at Florence. 

330 Portrait of Maria Leesinska-, Queen of France S« 
[1703-1768], by Carl van Loo, 1705-1765. French 
School. t 

A state portrait. Life-size, full-length. The queen's I 
white satin dress, brocaded with silver and gold, is I 
certainly painted with great accuracy. So is a vulgarly | 
designed French console table of the period, before which [ 
she stands. But the flesh tones of the portrait are j 
grey and chalky, and the attitude of the figure is as stiff 
and constrained as one might expert in a lady encirc led 
by such a tremendous hoop. 



227 St. Jerome in the Desert, by Lorenzo Lotto, 
1554. Venetian School. 

The saint, who is kneeling in the midst of a rocky 
landscape, strikes his breast. On the left are seen a friar 
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and the emblematical lion. Signed " Lotus, i 500." St. 
Jerome occupies no prominent place in this pi(5ture, which 
is a landscape rather than a figure subject. The 
geological strudlure of the rocks is very curious in 
detail, and bears evidence of h.iving been partly studied 
from nature. The light and shade of the scene are well 
aged and truthful in ctFeft. 
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The Holy Family^ by Lorenzo Lotto, 1480?- 1554. G.G. 
Venetian School. 

The Infant Jesus, lying on a cloth spread on the 
ground between the Virgin and St. Elizabeth, extends 
His arms towards the child St John. On the left is 
St. Joseph ; on the right St, Joachim. Behind the 
Vii^in are three draped angels. This work, if rightly 
attributed to Lotto, is but an indifferent example of his ^^ 
brush. The composition is overcrowded and the shadows ^H 
.are forced. The draperies are ill-studied, and the blues ^H 
so violent in hue as to suggest the probability of modern 
restoration. The white drapery of the angels is in its 
way equally obtrusive and unpleasant. 



The Visitation. S. Luciani (Sebastian del Piombo), S.C. 
;-i547. Venetian School. 

Virgin Mary stands resting her hand on the 

lOulder of St. Elizabeth, Behind her to the left are 

On the right is Zaeharias, with three 
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other persons. In the grouping of these figures, which 
are half-length and rather larger than life, the skilled 
and dexterous hand of the painter may be recognized. 
The draperies are large in fold, the flesh tones warm, and 
the shiidows soft but forcible. The principal colours 
used are pale crimson, light green, pale blue, orange 
yellow, and brown. The inipasto is solid, but the sur- 
face of the paint is much cracked in parts, and probably 
injured by injudicious varnishing. The landscape back- 
ground, steeped in the glow of sunset, is very effeflive. 
An inscription on the pifture shows that it was painted 
at Rome in 1521. 

230 The Holy Faintly, by Bernardino Luini (living i 530). G. 
Milanese School. 

The Infant Jesus, standing on a pedestal, passes His 
left arm round the neck of His. mother. The Virgin, 
whose figure is seen at half-length, holds a book. Behind 
her, to the right, is St. Joseph. This pi(5ture naturally 
recalls certain charafterisrics of Lionardo da Vinci, hut is 
free from the minor afFe»!tations which occasionally mar 
his work. The figures, which are seen to half-length, and 
are about half the size of life, show careful modelling 
throughout. The features of the Virgin are rtfined 
and beautiful. The head of St. Joseph is also admirably 
conceived, and the attitude of the Child is dignified and 
graceful in pose. The draperies are handled with equal 



skill, and indicate a delicate s 
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yke Infant yesus sleeping, by Bernardino Luini (living ( 
I 530). Milanese School. 

The Virgin, whose figure is seen at half-length, has 
aubuni hair, and wears a thin veil round her shoulders. 
She holds in her arms the sleeping Infant, On the left, 
an angel spreads a doth before her. In the background 
are two other angels. 

A comparison of this picture with others of the same 
class, by Raphael, in the Louvre will best indicate the 
qualities which constitute its excellence. It is almost 
like passing from the prose to the poetry of art. Luini's 
work is to the full as. correct in drawing, but in the 
modelling of features, in the vitality of flesh tones, in the 
disposition of shadows, and in gradation of local colour, it 
realizes a grace which Raphael's later and more aca- 
demical designs seldom reach. The Virgin here is not 
merely a beautiful and dignified woman, but simplicity, 
resignation, motherly love, and refinement, may all be 
traced in her expression. The attitude of the Child is 
very graceful and suggestive of gentle sleep. The figures 
are life-size. 

This is a charming example of Luini, and one of the 
most atiraftive pictures in the gailery. 



J2 Salome receiving the head of St. John the Baptist. S.C. 
Bernardino Luini (living 1530). Milanese School. 

Very refined and beautiful in colour, of which the 
prevailing tone is bronze green, with a very dark back- 
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ground. Salome, with light auburn hair falling down 
over her ears, turns away from the charger, over which the 
Saint's head is held by the hand of a person unseen ; but 
the dimpled corners of her mouth, and the side-long 
glance of the eyes, convey an expression of anything but 




grief or horror. The texture of the muslin over her 
breast and arms is deftly rendered; but some portions of 
the drapery are less careful in execution. The figure is 
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*^alf-length, and rather less than life-size. The pidlure 
^s painted on panel. 

Vulcan s ForgCy by Bernardino Luini (living 15J0). G.G. 
Milanese School. 

On the left, Vulcan forges a wing for the God of 
Love, whom Venus bears in her arms. By her side 
stands Mars. This work, executed in fresco, and trans- 
ferred to canvas, is a late and unsatisfaflory example of 
Luini. The flesh tones are hot, and the shadows forced. 
The best figure is that of Mars, who stands at the 
entrance to the cave, with his back to the light. 

.6 The Nativity, by Bernardino Luini (living 1530). S.D. 
Milanese School. 

The Virgin and St. Joseph kneel before the Infant 
Christ, who lies on the ground in a stable, attended by 
two angels, while two other angels are seen above in 
adoration. In the distance, shepherds receive the Divine 
message. 

The execution of this fresco is less highly finished than 
that of 237 and 238. The colours used are charaifteristic 
of the master, viz., salmon redj orange, and brown (each 
in two shades), cobalt, pale green, grey, and violet. The 
shadows are " hatched," and the drapery free and flowing. 
The painting has apparendy not escaped retouching, but 
it has been restored with a careful hand. The figures 
are somewhat less than life-size. 
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_„ The Adoration of the Magi, bj- Bernardino Luini- 
(living 1530). Milanese School. Painted in fresco. 




The Nativity, by B. Luini. 

The Virgin, seated on the right, at the entrance to the 
stable, holds the Infant Jesus on her knees. Behind her 
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9 St. Joseph. On the left are the three kings, whose 
nues are seen in the distance. 
n this -finely designed and graceful composition we 




of the Magr, by B. Luin 



d, with some variations in depth, the same scheme of 
lours as in 236; here, too, the shading of the drapery 
expressed by hatched lines. The flesh tones are 
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naturalistic, and the hands of the figures small and 
delicately modelled. The distant landscape is slight and 
sketchy in treatment. 

■239 The Annuitciation (School of Bernardino Luini). S 

The Virgin and the angel who bears the Divine mes- 
sage stand opposite each other ; between them is a vase 
with lilies. The juxtaposition of blue and green, which 
may be noticed in three of Luini's frescoes, is harmo- 
nious and dexterously managed. But here the combina- 
tion is marred by the brown pink of the Virgin's dress, 
which throws the scheme of colour into discord. 



1 663 Head of a Young Girl, by Bernardino Lnlui (living ( 

1 5 jo). Milanese School. 

This is a charming little fragment from a fresco 
painting. The features are very beautiful, and the fair 
hair falling on each side of the head is surmounted by a 
diadem formed of crimson stuff enriched with ornament. 
The forefinger of the figure placed on her lips would 
seem to justify the impression that she is intended to 
personify Silence. The fresco came from Milan, and 
was acquired for the Louvre in 1878. 

I332 Porlrait of yean-Gemtabi Droiiais, drawing, by I 
Catherine Luaiirier (died 1781). French School. 
A pretty little pidure, reminding one of Greuze ia 
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its luminous flesh tints and smooth quality of execu- 
tion. 

Portrait of y ean Carondelet . Jan van Mabuse, 1470?- G.G. 
1532. Flemish School, 

Life-size, bust-length, dressed in a cloak trimmed with 
fur; the head uncovered, the hands clasped in prayer. 
This is a carefully executed portrait, but chalky in its 
flesh tones — a fault which greatly detrafts from its 
vitality. The hands, though unnaturally white and 
bloodless, are modelled with a subtle attention to form 
which Holbein himself could ^ot have surpassed. On 
the frame are inscribed these words : " representa- 

ClON . DE . MESSIRE . JEHAN . CARONDELET . HAVLT . 
DOYEN . DB , BESAN9ON . EN . SON . AGE . 48 . A ." and 

below, "fait l'an 1517." 



The Virgin and Child. Jan van Mabuse. 1470?- G.G. 
1532. Flemish School. 

The frame of this pidure bears the following inscrip- 
tion: " MEDIATRIX . NOSTRA , QVE . ES . POST . DEVM . 
SPES . SOLA . TVO . FILIO . ME . REPRESENT A." 

But for this legend it would be difficult to recognize 
the sacred character of the subjed;. The eyes of the 
female head are out of drawing, and the Child is pain- 
fully ugly. The chief merit of the pidure lies in the 
treatment of the drapery, which is carefully studied; the 
figures are rather less than life-size. The panel formed 
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part of a diptych, of which 277 was the other compart- 



78 Saying Grace, by Nikolaas Maes, 1632-1693. Dutch L.C 
School. 

An old woman is seated with clasped hands at a table. , 
On her knees she holds a porringer. In the background 
are a spinning-wheei, a cupboard, and a portrait on the 
wall. A good specimen of the painter, though less 
highly finished than some of his works. The eff"ei5t of 
light on the figure is welU rendered, though it can hardly 
justify the inky gloom of the background. \ 

243 The Virgin and Child, by Bastiano Mainardi. Died S.S 
1515? Florentine School. 

The Infant Jesus seated on the knees of His mother 
is blessing the youthful St. John. On the right are three 
angels bearing lilies. Landscape background, with the 
distant view of a town. 

Whatever deficiencies in technical skill of execution 
this pifture may reveal, there can be no doubt that its 
composition is graceful in motive. The features of the 
Virgin are very beautiful ; those of the children inferior in 
form and expression. It is remarkable that although the 
hair of the principal head is detailed with great minute- 
ness, the eyebrows are scarcely indicated, and the eye- 
lashes omitted altogether. The prevaiHng flesh tint is a 
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motiochrome of light brown slightly relieved by carnation 
on tlie cheeks. The vivid colours of the draperies are 
saved from crudity by judicious gradation and arrange- 
ment, the crimson of the Virgin's robe being pleasantly 
varied by high lights and separated from coiitaft with 
her greenish blue mantle by a black lining powdered 
with gold. The figures are half-length and nearly life- 
size. The pidlure is painted on panel. 

B46 The Baptism of our Lord, by Giannicola di Paolo S.S.M..' 
^, Manni. Died 1544. Umbrian School. J 

^H Kneeling angels and other figures are introduced: ■ 

SS47 The Assumption of the Virgin, by Giannicola di Piiolo S.SiMl. 
Mauni. Died 1544. Umbrian School. 

The apostles surround the tomb of the Virgin in the 
midst of a mountainous landscape. Above, the Madonna 
is seen rising to heaven. 

248 The Adoration of (he Magi, by Giannicola di Paolo. S.S.M. ; 
Manni. Died 1544. Umbrian School. 

On the left the Virgin and Child adored by the kings. 
On the right a group of knights. 

Three small and horizontal pitftures, interesting and 
excellent in design, but coarse and inferior in execution. 
The adion of the figures is strongly suggestive of 
L Perugino's manner. 
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' 249 The Holy Family, by Giannicola di Paolo Manni, S.I 
died 1544. Umbrian School. 

A more important example of the master. The Virgin 
is seated on a throne, surrounded by a landscape, and 
holds on her knees the Infant Christ. Two saints kneel 
and two stand near the throne. At the back of the 
Virgin is a canopy supported by angels. 

That this piifture recalls some charatfteristics of 
Raphael's early manner is explained by the fa<5t that 
Manni was a pupil of Perugino. The formal motif of 
the composition is a survival of the old Umbrian School, 
but the gradation of tone, naturalistic drapery, and cast 
shadows, belong to a later style. The colours are rich 
and fine in quality, but are not always happily apposed. 
Gold and paint are commingled in the representation of 
the throne, on the base of which are inscribed the words, 
"ave MARIA GRACTiE PLENA," The figures are nearly 
life-size. The shadows are soft and warm, but forcible. 
One of the saints (St. Joseph ?) wears on his shoulders 
a sort of pallium, barred with coloured stripes, like a 
modern Roman scarf. The distant landscape, with ten- 
derly painted hills and slender trees relieved against the 
sky, is very 'beautiful. 

250 Ca/&(7r>', by Andrea Mantegna, 14JI-1506. Venetian S.S 
School, 

In the centre of the picture our Lord is represented 
on the cross between the two thieves. On the left are 
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St. John and a group of holy women. On the right are 
soldiers playing with dice, and two horsemen. In the 
foreground is seen the upper part of an armed figure 
holding a lance. 

The dry and archaic handling of this pifture will 
hartlly commend it to the ordinary amateur, but students 
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of art will find much to ad n ire in its careful execution 
and intense realism. The slightly domical stoiie plat- 
form in which the crosses have been raised, and m which 
holes have been previously sunk for a similar purpose, is 
a marvel of pidorial finish, and some of the dresses are 
detailed with equal care. The grief depliSed on 5t. 




John's features takes a physical form which at first sight 
approaches the grotesque, and lo the modern eye the 
figures of the soldiers appear attenuated to the verge of 
caricature, but a little attention will soon show that these 
defeats arise from no want of reverence for the subject. 
Indeed, there are portions of the composition which are 
as distindtly pathetic in sentiment, as they are true to 
nature in efl^eft. The Virgin supported by her com- 
panions, the mounted soldier looking up at the thief, 
and the finely painted head of the guard in the foreground, 
all bear evidence of the artist's effort in this direction. 
The figures are conscientiously modelled, but there is an 
absence of cast shadows throughout the pitfture. In the 
distance is seen the view of a mediaeval fortified town 
which stands for Jcrusdem, and to which a winding road 
leads behind a range of rocks, conventional in form and 
colour, 

251 Our Lady of Victory, by Andrea Mantegna, 1431- S.S 
1506. Venetian School. 

The quaint and fantastic charafter of this picture lends 
it a higher interest than would be inspired by its tech- 
nical merit alone. In an artificially coiistruded bower, 
overgrown with foliage and decorated with coral, the 
Virgin, seated on a throne, holds the Infant Christ up- 
right on her knees. At her feet kneels F. de Gonzaga, 
Marquis of Mantua. Behind him are St. Michael and 
St. Andrew. On the right is St. Elizabeth. The 
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touthful Baptist with two other saints complete the 
group. Notwithstanding a certain harshness of model- 




Vierge de la Vidoire, by Mantegna. 

ling, great charafler and expression are given to all the 
heads. The draperies are carefully studied, and it will 
be noted that the Virgin's robe consists of a material 
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which bears a close resemblance to modern " watered" 
I silk. The figures vary considerably in size, the largest 

' being somewhat less than life. This pidlure was formerly 

in the Church of Santa Maria della Vittoria at Mantua. 

252 Parnassus, by Andrea Mantegna, 14J1-1506. Vene- S. 
tian School. 




Parnassus, by Mantegna, 



On the summit of a rock forming a natural arch, and 
surmounted by a group of orange trees, Mars and Venus 
are seen standing. Below, the Muses are dancing to the 
sound of Apollo's lyre. On the right is Mercury lean 
ing on Pegasus, In the middle distance is seen Vulcan 
at the entrance of his for^e. Background of moun: 
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A curious and interesting composition, designed in the 
spirit of the Early Renaissance, The dancing figures 
(about sixteen inches high) are very graceful in adion, 
and the motion of their drapery is rendered with great 
skill, but the heads are too large, and the features lack 
vitality. Pegasus is a most extraordinary looking animal, 
with an abnormal mane, and decorated with coloured 
beads. The style of the work is noteworthy, as marking 
a transition from an early archaic school of art to a more 
naturalistic treatment. The sickly greenish tone which 
dominates here is probably due to modern varnish. This 
pifture, as well as the following (253), once decorated 
the private apartment of Isabella d'Este Gonzagas, Mar- 
chioness of Mantua, and afterwards passed into the pos- 
session of Richelieu. 

Wisdom victorious over the Vices, by Andrea Man- S.S.M. 
tegna, 1431-1506. Venetian School. 

At the edge of a pool surrounded by orange trees and 
laurels trimmed en arcade, Minervji, armed with a lance 
and shield, and preceded by two female attendants, 
drives before her the Vices personified by deformed 
figures. Above, Strength, Justice, and Temperance 
appear in the air. 

This quaint pidtorial allegory Includes many repulsive 
incidents. The foliage forming the arbour in which the 
scene takes place is as gloomy in colour as it is artificial 
in form. A melancholy hue pervades the picture, 
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and the varied lifelike aiflion of the figures (about 
eighteen inches high) is marred by false and leathery 
flesh tones. Minerva's floating drapery is rendered with 
great delicacy and finish. Among the motley crowd 
which flics before her. Ease and Sloth are personated by a 
stout man denuded and without arms and a woman in a 
tattered garment. The celestial group is admirably de- 
signed, and the vegetation growing on the surface of the 
pool is detailed with extraordinary care. 

260 Christ on the road to Cavalry. Simoiie Martini S,C 
(Memmi), I285?-I344. Sienese School. 

Our Lord bearing His cross, clad in a long crimson robe, 
and surrounded by soldiers, is followed by the holy 
women and a crowd of persons issuing from the gates of 
Jerusalem. This is a curious and interesting specimen of 
early Sienese art. The figures, which are very numerous, 
are about four inches high. Their features are rudely 
modelled, and the draperies are rendered in positive 
colour, without any attempt at shading. A representa- 
tion of mcdisevai buildings occupies the background. 

279 A Banker and his Wife. Qiientin MatBys, 1460?- gJ 
1 530 ? Flemish School. 1 

Subjects of this class seem to have been much affedled 
by Quentin Matsys and his pupils. In the present ex- 
ample the figures are about two-thirds life-size. A man 
seated behind a table or counter is weighing money, while 
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his companion turns over the leaves of a black-letter 
volume. A small round mirror on the table reflefts the 
head of another person (not seen in the picfture) reading 
near a muliioned window filled with stained glass which 
lying partly open, discloses buildings beyond. 

The whole of this is painted with the most extra- 
ordinary care and with due regard for the distortions of 
the convex mirror, A glass goblet decorated with gilt 
metal work on the left corner of the table, the open 
volume with its illuminated illustrations, as well as other 
objects on the shelves behind the figures, are all elabo- 
rately delineated. The flesh tints are warm, with trans- 
parent shadows. 



) The Descent from ike Cross, attributed to Quentin G.G. 
Matsys, 1460?-! 530? Flemish School. 

In the centre of the pifture, NicodemuSj standing on a 
ladder, is removing the body of our Lord, whose left arm 
is supported by an attendant above. Below, and variously 
assisting in the sacred duty, are Joseph of Arimathea, 
St. Mary Magdalen, and the holy women. On the left, 
the Virgin sinks fainting into the arms of St. John. 

This large and crowded composition indicates a transi- 
tion from the early archaic style of painting to a more 
naturalistic treatment, and unites some charaifteristics of 
both. Cast shadows seem out of place in a pifture with 
a gold background and decorative adjunfts. Of religious 
sentiment, in the modern sense of the word, there is little 
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or nodrnig. The heaviness of death is, indeed, padicd- 
cally suggested in the principal figure (the \lrgin herself 
looks like a corpse), but the unflinching realism of die 
work, and the painter's grotesque adhesion to contempo- 
rary costume, deprives the pidure of any thing but antiqua- 
rian interest, nor in the nineteenth century can one expe<% 
to realize a deeper feeling than curiosity at the sight of a 
Magdalen elaborately coiffie and wearing green gloves ! 

It may be added that the draperies generally, though 
elaborate in fold, are ill-arranged — neither true to nature 
nor well conventionalized. This pifture, which was once 
attributed to Lucas Van Leyden, is supposed to have 
formed the central compartment of a triptych of which 
the wings are lost. 

679 Salvator Mundi, by Quentin Matsys, 1460?- 1530? G.G, 
Flemish School. 

The life-size figure of the Saviour, seen to the waist, 
is clad in a blue tunic and rose-coloured mantle, fastened 
on the chest with a beautifully designed golden morse, 
enriched with pearls and rubies. The hair is light 
brown, parted in the centre, and meeting in a point on 
the forehead. The eyes are grey, and peculiar in shape; 
the flesh tints pale with delicate shadows ; the expression 
gentle, but somewhat deficient in dignity. Our Lord 
raises His right hand in the aft of benediction. In His 
left He holds a crystal orb surmounted by a cross of the 
same material richly overlaid with gold filagree oma- 



School of Meml'mg. 



H5 



ment. In the upper half of the orb is seen the refleiftion 
of a window ; in the lower half a landscape. 
Painted on panel with a gold background. 




Salvjtor Mundi, by Q^ Matsvs 



288 St. John the Baptist, J two wings of a triptych by Hans ?.C 
28g St. J/ary Mag-da/en. I TILemimg, 1470-1484. Flemish 
School. 

These figures are about twelve inches high. St. John, 
wearing a garment of camel's hair, stands in the midst of 
a landscape, while in the distance are represented various 
incidents in the life of the saint, including the Baptism 
of our Lord. 
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Mary Magdalen, robed in scarlet, with a violet- 
coloured mantle, bears a vase in her hand. In the back- 
ground we see depifled the Raising of Lazarus, Mary at 
the feet of Jesus, and Christ at the house of Simon the 
leper. It is the extraordinarily minute finish of these 
subjefls, and the delicate beauty of the landscape by 
which they are surrounded, which invest this work 
with Its chief interest. The "noli me taiigere" group 
does not occupy a square inch of space, but It is in- 
stinift with devotional feeling. The heads of the principal 
figures, though painted with consummate care, are less 
remarkable. Both panels bear on their reverse sides the 
seal of the King of the Netherlands. 



a Triptych. School G.G* 
of Memling. End 



699 The Resurrection, and Ascension: 
The Martyrdom of St. Sebasiiati. 
of the 15th century. 

In the central compartment the figure of our Lord is 
seen rising from the sepulchre. The armour of the 
sleeping soldiers is carefully detailed, and the winged 
angel who removes the lid of the tomb is very graceful. 

On the left compartment is seen an attenuated figure of 
St. Sebastian bound to a tree, while archers take aim at a 
distance. 

On the right compartment is represented the Ascen- 
sion. In this scene the feet of the Saviour emerging 
from clouds alone are visible. The figures are about 
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fiurteen inches high. The draperies are conventional in 
fold but carefully studied, and cast shadows are rare. 

Memmi. (See Martini. ) 

i2 Market-place, Amsterdam, by Gabriel Metsu, 1615- ( 
1658. Dutch School. 

In the foreground to the left an old woman is wrangling 
with a man seated on a barrow full of vegetables. Behind 
her is a peasant carrying a wicker basket. In the 
centre, a housewife .and a youth, dressed in scarlet, are 
conversing. In the middle distance are other figures. 
A large tree on the left occupies the upper part of the 
pifture. In the distance are a canal and houses. 

The whole of the background is left dark in order to 
give effei5i: to the principal figures, which are about twelve 
inches high, and painted with great spirit, but beyond 
this the picture has little merit. 



13 An Officer and a Lady, by Gabriel Metsu, 1615-1658. S.C. 
Dutch School. 

The lady is seated at a table holding a glass. By her 
side stands an officer offering her refreshments. Behind 
him is a page bearing a salver. In the background is a 
large curtain. On the right a lofty chimney-piece with 
marble columns. The figures are on a small scale, about 
twelve inches high. The man's features are full of cha- 
raifter and very refined in expression. The flesh tints 



148 Metsu. 

are warm in tone and carefully rendered, while the lady's 
white satin dress and other details exhibit great delicacy 
in finish. The dark background secures relief to the 




An Officer entertaining a young Lady, by Metsu. 

figures at a sacrifice, not unusual in Dutch ^fffrf pliftures, 
of truth in chiaroscuro, hut against this must be set a 
faithful adherence to nature in other direftions. The 
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little pet spaniel with his tail between his legs, eyeing the 
stranger, is an excellent bit of animal painting. 

T/ie Music Lesson, by G:ibriel Metsu, 1615-1658. G.G. 
Dutch School. 

A lady dressed in white satin with a red bodice is 
seated at a harpsichord, playing. Behind her chair 
stands a young man, holding his hat in one hand and 
pointing out the score with another. On the left is a 
window with a red curtain raised. In the background a 
large mantelpiece with marble columns. 

A very tasteful work, both in composition and colour. 
The effeifl of twilight in a dark room, where the white 
satin dress may be supposed to concentrate the few rays 
of light which enter the apartment, is very truthful and 
skilfully rendered. 



'4 Entry of Louis XIV. and the Queen, ]\[arie Theresa, 
into Arras, August, 1667, by Anton-Franz van der 
Meulen, i6j4-i6'90. Flemish School. 

In the foreground, to the left, in the midst of a caval- 
cade of baggage waggons, &c., a man is arranging the 
contents of a trunk. On the right, soldiers are playing 
cards near a tent : horsemen and a town in the distance. 

This piiflure is noticeable chieflv on account of its 
size (about nine feet by seven) and subjeft, rather than 
for any great artisric merit in the work. It gives a good 
idea of what State travelling must have been in the 



G.G. 
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seventeenth century. The foreground and middle dis- 
tance are crowded with figures. The light and shade 
are cleverly handled, but the landscape is flat and unin- 
teresting. 



308 Passage of the Rhine, 
Franz van der Meulen, 



12th June, 1672, by Anton- G> 
634-1690, Flemish School. 
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Passage of the Rhine, nth June, 1672, hy Van dcr Meulen. 

Louis XIV., mounted on a piebald horse, and sur- 
rounded by princes and generals, gives orders to an 
officer on foot. In the distance are seen cavalry crossing 
a river under cover of artillery. This is a cleverly-com- 
posed little battle-piece of that conventional order in 
which everything is kept subordinate to the hero. Why 
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do heroes on a battlefield always point in one direilion 
and look in another? 



22 Porlrati of a Man^hy Vn.nsva.nJSiGris, 1635-1681. G.G. 
Dutch School. 

A half-length figure, wrapped in a cloak of red velvet, 
the right arm resting on a balustrade. He holds an 
ivory-handled cane in his hand. On the right is seen the 
head of a harrier, and behind a negro child ; buildings. 
Sec, in the distance. This pii5ture has all the high 
finish, but lacks the mellow colour of Dous work. The 
nature of the subjeift precludes the dark background so 
often found in Dutch cabinet pictures, and relief is here 
obtained by force of painting on the figure itself. 

327 T/ie Game Poulterer^ by W. van Mieris, 1662-1747. G.G, 
Dutch School. 

Looking out from an arched window, a young man 
holds up a fowl by its claws, while a woman standing 
beside him seems to barter for it, A hare, partridge, 
and other game are exposed for sale. The plinth below 
the sill of the window is decorated with bas-reiief sculp- 
ture representing children playing with a dog, &c, 
Subjedls of this class seem to have found great favour 
with Dutch painters of the period, and are peculiarly 
adapted to the conditions of light and shade, on which 
they chiefly relied for effeft. Here, as in many works of 
the same kind, the figures are brought into prominent 



relief by a dark background, without involving any 
sacrifice of truth in chiaroscuro. 

328 The Cook, by William van Mieris, 1662-1747. Dutch G. 
School, 

A woman raises the curtain of a window in order to 
hang up a fow! outside on a nail, from which two par- 
tridges are already suspended. By her side is a youth I 
holding a dish of meat. A carpet, vegetables, &c., are 
displayed at the window. The plinth below (as 10327), 
is enriched by a bas-relief. 

The delicate finish and almost microscopic elaboration 
of detail in this pifture are truly marvellous, but in point 
of colour it is far less faithful to nature; the vegetables 
and leaves of the plant in the vase outside the window 
are drawn with conscientious care, but the green is i 
metallic and unpleasant. 

357 Neptune offering his Riches to France, by Pierre S.0 
Mignard, 1610-1695. French School. 

Neptune, standing in a chariot drawn by two marine 
horses, is surrounded by tritons and mermaids. He 
holds a trident in one hand, and with the other seems to 
hail two winged figures personifying Victory. Above, 
an amorino soars bearing a lily. In the background are 
seen a seaport with buildings, &c., and vessels on the 
sea. This pifture is very much in the style of Verrio's 
decorative paintings, where frisky gods and goddesses in 
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every variety of attitude disport themselves under im- 
possible conditions of light. Pierre Mignard's portrait 
(360) hangs not far off", and one would hardly suppose 
that such a serious-looking gentleman as is there repre- 
sented in a yellow dressing-gown and periwig could 
have invented such a frolicsome design. 



267 St. yohn the Baptist preachi7tg, by Pier Francesco G.G. 
Hola, 1612 ?-i668. Bolognese School. 

The Baptist is seated holding his cross, and with the 
"Agnus Dei " at his teet. He shows to the crowd sur- 
rounding him the Saviour, who approaches from a dis- 
tance. Fine in colour and general effeft of light and 
shade, if we except a certain exaggeration in the latter. 
The figures are about one-third life-size, and though 
I coarsely painted, show here and there considerable dex- 

• terity in the management of flesh tones. The landscape 
is inferior. 

270 Ecce Homo, by Bartolommeo Montagna. Died 1523. S.S.M.] 
Venetian School, 

This is a half-length figure of Christ about two-thirds 
life-size, undraped, the head crowned with thorns and 
the hands bound. The features and limbs are con- 
scientiously modelled, but the flesh tones are somewhat 
unreal in effeft.and are rendered more so by the charadter 
and quality of the shading. The gloomy background 
wants transparency and has possibly suffered from re- 
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painting. The expression of the face is one of sadness 
and dignity, but hardly of resignation. On a cartellino 
are inscribed the words: " bartholomeus motagka 

FECIT." 

664 Three Children performing on Musical Instruments, S.S 
by Bartolommeo Hontagna Died 1 523. Venetian 
School. 

One of the children seated before a marble pedestal ac- 
companies with a timbrel two others who are playing 
the flute. The figures are about one-third life-size. 
Their adtion is naturalistic and cleverly varied, and the 
drawing fairly good, excepting the features of the central 
child : tne colour refined and mellow : the draperies scant 
but well arranged. 

This IS a panel pidure, presented in 1878. 

^ 539 The Immaculate Conception. Bartolome Estaban S.C 
Mmillo, 1616-1682. Spanish School. 

The Virgin Mary appears in the clouds, her feet rest 
on the crescent, and her hands are crossed over her breast. 
She IS surrounded by a multitude of angels and cheru- 
bim. This piflure, which was formerly in the gallery 
of Marechal Soult, was purchased for the enormous sum 
of ^24.600. Partly from this fad, and partly because 
it represents a phase of art at once commonplace and 
pseudo-sentimental in charafter, it found great favour 
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■with the Parisian public, and was for some years after 
its acquisition in 1852 the most popular pifture in I 

the Louvre. To an educated taste it will, however, 
appear utterly devoid of religious feeling, objeiflionable 
in colour, and deficient in the higher qualities of pii5to- 
rial skill. The dark blue scarf arranged in impossible 
folds contrasts crudely with the glare of yellow light 
behind the Virgin, whose attitude and expression are 
afFeifted, while the pink and white flesh tints of the 
celestial host may be noted as further evidence of the 
artificial and stagey nature of the work, 

540 The Birth of the Virgin^ by Bartolome Esteban G.G 

■ Murillo, 1616-16^2.. Spanish School. 
In the centre of the piiflure, the newiy-born Infant is 
supported by two women. Behind are two angels in 
adoration. The composidon includes several other 
figures, of which the most prominent and the best 

I painted is that of a female servant, who, with her back 
turned to the spectator, kneels near a copper pan. The 
whole scene is very dramatic in treatment. The atti- 
tude of the angels is absurdly affefted. One of the 
cherubs shrinks hack frightened at a dog, which seems 
a strangely human aft of weakness; another holds up 
a piece of baby Hnen, with a provokingly fantastic air. 
Some curious errors of perspeiSive may be noted in 
the design, as, for instance, the size of the bed, and its 
occupant, St. Anna — only a few feet from the plane of 
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sight — and a door on the right, out of which ccrtaiiiiir no 
figure in the tbreground couid pass. The scheme of 
colour belongs to the " pretty " schooi which at once 
attracts and deceives an uneducated eye. This pichire, 
in Marshal Souk's coUeftion, was acquired by Napoleon 
III. in 1858. 

543 The Holy Family, by B. E. lEmdllo^ 161 6-1 682. S.C 
Spanish School. 

A life-size group. The Virgin Mary, seated, holds 
the Infant Jesus on her knees. He receives a cross, which 
the child St. John presents to Him. On the right kneels 
St. Elizabeth. Above are represented God the Father, 
the Holy Spirit, and a glory of angels. 

The treatment of this piftureis eminently commonplace, 
and therefore unpleasant. It indicates a prettified modem 
school o^ taste. The Virgin's traditionally crimson robe 
has degenerated into a milliner's pink. St. Elizabeth, 
whose features and headgear are those of a peasant 
woman, and the orange-tinted silk drapery which she 
bears on her left arm, has obviously no raison d'etre^ but 
the painter's taste, such as it is, in colour. The animal 
in the centre of the foreground is not the Agnus Dei of 
sacred allegof y, but a lamb, and nothing more ; while the 
introdu(5^Tan of the heavenly group, though excusable in 
early and unsfTphisticafed forms of religious art, becomes 
offensive in a composition of so confessedly terrestrial a 
"^ataaer. 



544 The Agony iji ike Garden, by Murillo, 1616-1682. C 
Spanish School. 

An angel, bearing a cross, presents the chalice to our 
Lord, In the distance are the apostles sleeping, and 
soldiers. 

545 Christ bound to the Cohunn, by Murillo, 1616-1682. ( 
Spanish School. 

Our Lord turns towards St, Peter, who kneels before 
Him on the left. 

These two small and — for Murillo — carefully finished 

* works are executed on marble, with a dark background. 
They formed part of the collecftion of Louis XVI., and 
were bought at the sale of Comte Vaudreuil's piflures. 

546 The Miracle 0/ San Diego (Q2\\ei5i the Angels' Kitchen), ( 
by Murillo, 1616-1682. Spanish School. 

»The saint, rapt into mid-air, and surrounded by a super- 
natural light, is in an attitude of devotion. Before him 
are two angels, of whom one holds a pitcher. On the 
right, several other celestial personages prepare food for 
the fraternity, to the astonishment of the monastic chef 
in the background. To the right, a friar shows into the 
hall two men, dressed in the costume of the seventeenth 
century. The position of the saint, taking the surround- 
ing circumstances into consideration, is extremely absurd, 
and the figures who enter the room regard him with a 
mingled expression of surprise and contempt. 

This is a pretentious, but exceedingly foolish pidture. 
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remarkable for little beyond the dexterity with which the 
pots and pans are painted. 
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rejy T/teBeggarBo}\hy'iS.VLriMOii&iS-iS'&z. Spanish School. -^ 
A dirty little urchin, covered with rags, seated on the ^ 




ground under a wall. On the left are a pitcher and a 
basket of fruit. This is the picture to which Mr. Ruskin 
referred so contemptuously as an evidence of the painter's 
love of dirt and unsavoury subjeds. The criticism was 
severe but well deserved. 
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The boy sits in a flood of yellow light which enters 
from a window on the left, but no sunbeam ever illu- 
mined a more unseemly and degraded objeft. 

Peasants at Meal-Time^ by !e Nain. 17th century, L.C. 
French School. 

In the centre of the pidture a man, seated, holds a glass 
of wine in his left hand. Behind him are two children, 
one of whom Is playing on the violin. On the right is 
another man, seated with a child. Several other figures 
are introduced. They are described as peasants in the 
catalogue, but look more like beggars in the picture, 
which is far from a pleaf;aiit one. The best head is that 
of the woman, in a red bodice and white cap, to the left 
of the group. 

, The Manger, \yf xht brothers le Nain, 17th century. S. F. 
French School. 

The Virgin, kneeling, covers with a veil the Infant 
Jesus, who lies on straw in a manger, while St. Joseph 
stands by, leaning on a staff. In the centre, St. Eliza- 
beth in adoration. On the left a shepherd, whose form 
is seen in profile. Behind him are other figures, and 
above four angels. A long upright piflure, recalling in 
its treatment of light aud shade something of the manner 
of Ribera. It is rather grey and cold in tone, but 
displays far more power in execution than usually charac- 
terizes French art of this date. 




375 ^ Blacksmith in his Forge, by the brothers le Nain. S 
17th century. French School. 

In the centre of the piAure a blacksmith stands hold- 




A Farrier in his Forge, by Le N: 



.ng an iron bar which he is about to heat in the fire. ' 
The lower half of his figure is concealed by a large 
anvil. Behind him, to the right, are a woman and boy 
also standing. To the left, two other boys, one of 
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whom is pulling the bellows-cord. In the foreground, 
to the right, is a man, seated, with a wicker bottle in 
one hand and a glass in the other. 

This is an unambitious but carefully painted piiflure, 
excellent in drawing and colour, and intensely truthful 
in effeft. The glare of light from the forge is admir- 
ably rendered, without exaggeration, and the quiet, un- 
afFefted treatment of the whole subjedt is remarkable, 
considering the artificial taste by which French painters 
of this period were too generally inspired, 

Proccssio7t in the Interior of a Churchy attributed to S,F. 
le Nain. 17th century. French School. 

A small but very interesring pidure^ infinitely superior 
to the examples by which it is surrounded, and evidently 
the work of a painter (whether le Nain or not) who 
had felt the Influence of Venetian and perhaps too of 
Flemish art. The scheme of colour is excellent ; the 
crimson and gold, brown and white, of the ecclesiastical 
vestments combining in various shades with the utmost 
harmony of effed. The figures are about fourteen 
inches high, cleverly grouped — the heads being especially 
noticeable for the charaiSer and vitality expressed. 



I The Denial 0/ St. Peter, attributed to one of the S.F. 
brothers le Nain. 17th century. French School, 
Very different in style from 378. It is highly finished, 
fwith a smooth impasto. The etfe6t is that of candle 
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light, aiid the shadows are warm and forcible. The 
pidrure partakes somewhat too much of late and mode 
mannerism to be ascribed with certainty to Le Nain, 

230 Portrait ofMdlle. de Lambesc, and the young Count de L( 
Brionne, by Jean-Marc Nattier, 1685-1766. French 

School. 

Mdlle. de Lambesc, seated beneath a figure of Minerva, 
fastens the cuirass of her young brother, who stands be- 
fore her holding a flag. 

This group has some technical merit. The colour 
and draperies are well managed, and, making due allow- 
ance for the artificial taste of the day, the pidlure is well 



354 Banks of a Canal in Holland. Aart van Neer, G, 
i6i3?-i683.' Dutch'Schooh 

On the right are three cows, two of which are lying 
on a strip of ground which divides the stream. In the 
foreground is a man leaning on a wooden paling, while 
another is seen in a boat beyond. In the distance is a 
church tower. 

The calm mellow efFeft of evening light which per- 
vades this pifture is such as Turner himself might have 
approved. The trees and cottages on the left bank of 
the canal have evidently been studied from nature, but 
the artist has been less successful with his cows, which 
are wooden-looking and painty. 



Neri di Bicci — Netscher. 

73 The Annunciation, by Neri di Bicei, 1419-1486. S.S.M. j 
Florenriiie School. 

The Holy Virgin is kneeling under a portico on the 
right hand. Opposite her is the angel bearing a lily. 
Above is represented God the Father. This is a curious 
and archaic-looking pifture. The angel, who has brown 
wings, is draped in scarlet. The Virgin wears a crimson 
dress diapered in gold, and a peacock blue mantle lined 
with white, it mny be noted that it would have been 
impossible for her to stand upright under the portico in 
which she is kneeling. The figures are life-size, and the 
nimbuses bear inscriptions. 
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;8 TV/f' ^/K^/w^ZejjcM, by Caspar Netscher, 1639-1684. G.G. 
Dutch School. 

A young woman dressed in white satin, seated at a 
table on a terrace, holds a music-score in her hand. Be- 
hind her chair stands a female companion, listening. On 
the other side of the table is the music-master, who, 
holding a lute in one hand, beats time with the other. 
In the background is a niche containing a classic group, 
on the left, behind a balustrade, trees are seen. 

White satin is a beautiful thing in its way, but in this 
pii5ture, as well as in the companion one (350). 't is the 
dominant feature to which truth of efFecft and indeed all 
else is sacrificed. Here through the open door one 
catches a glimpse of light which would seem to be that 
of the moon behind a tree. But the moon does not 



Netscher. 

shine on the white satin, nor is there any other source of 
light, whether natural or artificial, by which it could be 
illumined. 




n Singing, by Netscher. 

359 The Lesson on the Violoncello, by Caspar Ifetscher. Q\ 
1639-1684. Dutch School. 
^B In the centre a lady, dressed in white satin, seated 

^H before a table covered with a cloth of rich pattern, is 
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ng on the instriiment, while her master, holding a 
ece of music in his hand, bends over her. To the 
ght of the group, behind the lady's chair, stands a boy 




Thf Lesson on the Violoncello, by N. 

ith a violin. In the background is a mirror hung on 
le wall. 

This is the companion pifture to 358, from which it 
iries but little in lecknique or style of composition. 



Nickel le — Ostade. 

163 Vestibule of a Palace, by Isaac van Nickelle. 17th G.< 
century. Dutch School. 

On each side of the hall a portico of four marble 
columns supports a gallery biirrounded by a balustrade 
and enclosed by arcading. Through the furthest portico 
are seen two gardens separated by a double staircase and 
a wall decorated with statues. In the distance are a 
river and mountains. Several figures are introduced in 
the foreground. This is an admirable painting of archi- 
te(!lure, reminding one, in its delicacy and finish, of 
Alma-Tadema's work. The veins and texture of the 
marble, the elaborate details of carving, &c., are rendered 
with consummate skill and taste. The light is most 
effeiilively managed, and the shadows are remarkable for 
their transparent quality. 

'369 The Family of Ostade, by Adrian van Ostade, 1610- G.C 
1685. Dutch School. 

On the left is the artist sitting by the side of his wife, 
and holding her hand. Behind him stands his eldest son. 
On the right are his five daughters. In the distance are 
two figures, supposed to be Isaac van Ostade and his 
wife. 

A singularly ugly group. The children have the ex- 
pression of old women, and wear an unpleasant smile on 
their features. Ostade himself is a commonplace-looking 
person. Most of the figures (about ten inches high) are 
dressed in black with white collars. They look like a 
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family in humble circumstances posed for a domestic 
photograph. 

89 The Pig'Sty^ by Isaac van Ostade, 1 6 1 7 ?- 1 6 54 ? Dutch L. C, 
School. 

Painted almost in monochrome. It will remind 
English visitors of Morland. 

?377 The Halty by Isaac van Ostade, i6i7?-i654. G.G, 
Dutch School. 

Of all his contemporaries, this painter seems the most 
artificial in style. The cottage in this scene looks as if 
painted in from the sketch of an amateur, with the vine 
or ivy (one cannot say which it is) added from memory. 
The painting of the white horse alone deserves notice 
for its excellence. 

386 Blanche, a Pointer belonging to Louis XV.^ by J.. P.. 
Oudiy, 1686-1755. French School. 

A good example of animal portraiture, but with no pic- 
torial merit beyond, the landscape background being of 
the conventional order, such as one finds in sporting 
prints. No doubt the dog was a royal favourite. 

274 The Message to the Shepherds^ by Jacopo Palma G.G. 
(Palma Vecchio), 1 480-1 528. Venetian School. 

Before a ruined building the Madonna seated supports 
the Infant Christ, while a shepherd kneels before Him. 



1 6 S Paimezzano — Panini. 

St, Joseph sits near the Virgin. On the left is the 
Donor kneeling. On the right is a. landscape in which 
the shepherds are seen gazing at three angels who appear 
from above. The chief merit of this work lies in its 
scheme of colour, which is thcroughly Venetian. The 
heads of the Virgin and angels are painted with a true 
sense of beauty, and that of the kneeling shepherd is in- 
teresting and lifelike, but St. Joseph is a very ordinary- 
looking person, and his orange russet cloak is too ob- 
viously introduced for the sake of chromatic efteft. 
Portions of the picture, as, for instance, the Child's right 
hand, show haste or carelessness in execution, but the 
distant landscape, on which the morning dawns, is ad- 
mirably handled. 

275 The Dead Christ, by Marco Palmezzano, 1456- S.i 
1538? Umbrian School. \ 

The body of our Lord is seen at half-length, in a 
sitting posture, supported by two angels. What little ! 
colour this work possesses is confined to the drapery ' 
and landscape. The figures are carefully modelled, but 
the painting is dry and hard in execution. 

The pifture is signed " marcus palmesianus." J 

283 Interior of St. Peters in Rome, by Giovanni Paolo GJl 
Panini, 1695-1768. Lombard School. 

The Cardinal de Polignac, surrounded by a numerous 
suite, visits the Basilica, This piifture is very dexterously 
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painted, and in the delineation of architedlural details, as 
well as in its transparent and efFedlive shadows, reminds 
one of David Roberts. Lines are lost in a breadth of 
chiaroscuro, and the colour of the whole is excellent. 
The scene owes much of its interest to the introdudlion 
of figures, which are judiciously grouped, full of life, 
and notwithstanding their scale, of individual charadler. 
Panini rarely painted a more efFeftive interior. 

284 Concert given in Rome on the 2(>th of November, 1729, G.G. 
on the birth of the Dauphin, son of Louis XV,^ by 
G. P. Panini, 1695- 1768. Lombard School. 
. The Cardinal de Pohgnac, ambassador of France, is 
seated on the right of the Concert Hall, which he had 
construfted in the Embassy Palace. The cardinals are 
in the first row before the music gallery. Numerous 
spedlators occupy the boxes and pit. This pidlure was 
no doubt executed for the glorification of the French 
king, who probably gave the painter' a commission for 
the work. It is a pity that so much ability should have 
been wasted on such a subjedl. The result is profoundly 
uninteresting. Note the illustrious visitors who appear 
enshrined behind sham clouds in the music gallery ! 

Fenigino. (See Vanucci.) 

290 The Madonna and Child, by Bernardino Pinturicchio, S.S.M. 
1454-1513. Umbrian School. 



170 Poussin, 

The Virgin gracefully seated between St. Gregor)'a!id 
another saint holds a book on which the Infant Jesus is 
writing. The figures are about half-length and one- 
third life-size. The Madonna is clad in a rich crimson 
robe tied under rhe bosom with gold cords, and a mantle 
of dark peacock blue lined with green. The features 
are refined in motive, the eyes downcast with unfringed 
lids, the flesh tints pale, but delicately heightened on the 
cheeks, the hands broad across the palm, but with tapering 
figures. 

St, Gregory wears a tiara, cope and morse. His 
head, as well as that of the other saint (Joseph ?), is 
remarkable for charader and expression, but perhaps the 
chief charm of this pii51:ure lies in its arrangement of 
colour, which, harmonious and beautiful in itself, finds an 
excellent foil in the gold background. 

416 The Finding of the mf ant Moses. Nicolas Poussin, S.F, 
1 594- 1 665. French School. 

Thermutis, daughter of the king of Egypt, standing 
on the bunk of a river between two female attendants, 
points to the infant lying in a basket, which a woman 
stoops to receive from a man who has rescued it. On the 
left hehind Thermutis, is the figure of an old man, per- 
sonifying the Nile. In the distance is seen a pyramid, 
with the view of ajarge town and mountains beyond. 

In this scene the figures are well grouped, the action 
varied, and the draperies well managed. But the 
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pirflure is marred by glaring faults of colour, and 
notably by the introduflion of that detestable quality of 
blue which Poussin so largely used. The landscape 
background is good of its kind, but, as in many of this 
artist's works, its relation to the figures introduced is 
utterly unreal. 



H 77/1? Philistines stricken with the Plague. Nicolas S.F. 
FOTiSSin, 1594-1665. French School. 

A ghastly subjeA treated in a ghastly manner. It is 
remarkable that while the general efFeft of Poussin's 
piflures is so gloomy, the quality of colour in his flesh 
tones should be uniformly hot. It is as though the 
red limbs were struggling through cold glazings to the 
surface. 

!2 The y udgment of Solomon, by Nicolas Foussin, 1594- S.F. 
1665. French School. 

In the centre of the pii5ture, Solomon, seated on a 
high throne, gives his decision with outstretched hands. 
In the foreground are the two mothers, kneeling, one 
full of terror at the sentence which a soldier is about to 
execute, the other, bearing the dead body of her child, 
screams out her approval. At the side of the latter are 
several figures, whose attitudes denote surprise and 
horror. The design of this work, as might be expeifted 
from the master, is of a stridly academical kind. In 
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point of colour it is extremely objeftionable. Observe 
the crude use of ungradated scarlet and blue. 

424 The Holy Family ^ by Nicolas Poussin, 1 594-1665. S. F. 
French School. 

On the right the Virgin sits holding on her lap the 
Infant Jesus, who is caressing the youthful St. John, 
presented by St. Elizabeth on her knees. Behind them 
stands St. Joseph with clasped hands. Landscape 
background, with mountains in the distance. 

This is unlike Poussin's usual colour, and is probably 
imitated from some late Italian master. 

426 The Blind Men of Jericho. Nicolas Poussin, 1594- S.F. 
1665. French School. 

Our Lord, leaving Jericho with the apostles Peter, 
James, and John, touches the eyes of one of the blind 
men who kneel before Him. Behind Christ a man bends 
forward to see the miracle. To the left are two women, 
one holding a child in her arms, and the other seated 
before the entrance to a house. In the background are 
seen buildings with mountains beyond. The landscape 
portion of this pidlure is far better than the figures, and 
would be very good but for the unfortunate shape of a 
rock which rises in the centre of the distance. 

429 The Assumption of the Virgin. Nicolas Poussin, S.F. 
1 594- 1 665. French School. 

The Virgin, with extended arms and eyes turned 
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^-"Vi^ inwards, is borne into the air by four angels, 
"^*^^*w is a landscape, with a town seen on the horizon. 




This small and carefully finished pidture bears some 
resemblance to the compositions of Domenichino. 





Pons sin. 

433 ^^^ Ecstasy of St. Paul. Nicolas Poussin, 15c 
1665. French School. 

It is obvious that the composition of this pifture v 
suggested by a study of Dometiichino. The design i=^ -* 
clever in drawing anj chiaroscuro, but theatrical ancH^^* 
bad in taste, — a monstrous entanglement of legs and arm^^ - 
and a vulgar notion of celestial bliss, 

440 A Bacchanalian Scene, by Nicolas Poussin, 1594^ 

1665. French School/ 

On the left, near a group of trees, a satyr holds an un- 
hapjiy infant, while another makes it drink the juice of" 
the grape. Behind this group is a bacchante, leaning 
on a thyrsus ; beyond are two children embracing. In 
the foreground is the rude figure of another bacchante, 
sleeping, with a child on her breast, while another plays 
with a goat. In the distance are two fauns at the foot 
of a tree. Mountainous background. 

This is cleverly grouped, and was once, perhaps, 
tolerable in colour, but it is now enshrouded in gloom 
and dirt. There is no expression of texture in Poussin's 
work. It is all distiniitly " painty." Note the high 
light on the right ear of the seated satyr, put in with a '■ 
dab of vermilion. 

I 

442 Echo and Naixissus. Nicolas Poussin, 1594-1665. 3,8 
French School. 

In the foreground Narcissus lies dead upon the 
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ground, on the bank of a stream : the flowers which 
bear his name spring up near his head. At a little 
distance on the right. Love stands holding a lighted 
torch, and on the left the nymph Echo reclines on a 
rock. 

One of the best examples of Poussin in the room. 
The figure of Narcissus is finely drawn and modelled, 
and the composition of the pifture is excellent. But it 
is marred, as usual, by glaring defefts of colour. Note 
the absurdly pink flesh tints of the Cupid. 

444 The Concert. Nicolas Poussin, 1 594-1665. French S.F. 
School. 

A sketch of amorini with musical instruments. It is 
broadly painted, and far superior in colour to Poussin's 
usual work. 

449 Summer, or Ruth and Boaz, Nicolas Poussin, 1594- S.F. 
1665. French School. 

In a large valley, covered with corn-fields and bounded 
by hills, women are occupied in harvest work. On the 
right, a man seated on a sheaf is playing on the bagpipes. 
On the left, under the shadow of a tree, are two women 
fiUingjars. In the centre of the foreground Ruth kneels 
before Boaz, who gives diredions to an attendant that 
she may be allowed to glean. 

This is a much better example of Poussin than most 
in the room. The tree on the left of the foreground is 
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carefully studied, and the distant landscape is well com- 
posed. The pifture is low in tone, but the colour on 
the whole is s 



451 Winier, or ike Deluge. Nicolas Poussin, 1594-1665. S.F. 
French School, 
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The Deluge, bj' N. Poussin. 

The blackest of all the black Poussins in the room ; 
monstrous as an ideal representation of the Deluge, and 
untrue to nature in every respeft. 

453 Diogenes discarding his porrijigcr,hy'H\co\!i%'Poxiasm, S.C. 
1594-1665. French School. 
The cynic is seen leaning on his staff and watching 






young man who stoops to drink water with the hollow 
of his hand. The representation of this fable Is a mere 
incident in a large and uninteresting landscape, cleverly 
composed in the academical sense of the word, and rea- 
lizing a certain quality of atmospheric grace, but for the 
most part artificial in effetft and conventional in treat- 
ment. The tree and brushwood in the left of the fore- 
ground look as if they had been invented in the studio. 
Numerous figures are introduced in the middle dis- 
tance. This pitSure was painted at Rome in 1648 for 
M, Lumagne^ a Genoese banker, and subsequently 
passed into the colle{ftion of Louis XIV. 



155 Shipping of Catik at Honfleur, by Jean Baptiste le S.F. 
Prince, 1733-1781. French School. 

A commonplace subjefl, treated with great spirit; 
the figures are full of life and aflion. The colour of the 
piifture is somewhat cold in tone, and the scene would 
have gained in pifturesque interest if the painter had 
dwelt with a little more emphasis on the age and weather 
stains of the old houses which form his background. It 
is nevertheless a cleverly-handled work, and refreshing- — 
as any peep of nature must be in this room of academical 
proprieties. 



\S1 ^^^ Crucifixion, by Pierre Pnid'hon, 1758-1823. 
, -French School. 

On the right the figure of our Lord is seen on the 
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cross, before which Mary Magdalen is kneehng. On xr%. 

the left the Virgin sinks fainting in the arms of a com i 

panion. 

The large size of this pidure, and the prominent ^*" 
position which it occupies on the walls, make it difficult rrSt. 
to pass over without mention ; but a glance will suffice -;= 
to show that it unites in its design and execution almost — 
every element of bad taste. When so-called religious art 
reached this level it would have been far better to 
abandon it entirely. The sacred character of the sub- 
jetl can only enhance one's regret at so lamentable a 
failure. 

In this composition the heads of the figures in the 
foreground make a diagonal line right across the canvas. 
This is, no doubt, intentional, but the eftcA ';s very un- 
pleasant. The flesh tones are far removed from nature, 
and but for the fail that this is the last work executed 
by the painter, it possesses little artistic interest. 

458 The Assumption of the Virgin, by Pierre PmdTioil, S— 
1758-1823. French School. 

The Madonna, clad in a white robe with a gold belt, 
and enveloped in a large blue mantle, appears in the air 
with extended arms, supported by five angels. In the 
background are the heavenly hos?. 

This pifture looks like an imitation of Raphael's 
designs and Murillo's colour, combined with a strong 
infusion of French sentiment. It is undeniably clever in 
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tiposition and arrangement of chiaroscuro. Blue with 
:en reflected lights, orange, purple, and white, with a 
idated background in which these hues are faintly 




eated, constitute a chromatic scheme which the Parisian 
rgeoisie highly appreciate, and with copyists this is 
; of the most popular pidures in the gallery. 



1 80 Puget — Raibolini. 

/fi2 Portrait of Himself by Pierre Puget, the Sculptor, S. F. 
1 622-1 694. French School. Bust-length, life-size. 

A coarsely painted but vigorous study. He is re- 
presented in a flowered dressing-gown, lined with green 
silk. 

306 The Nativity. Francesco Saibolini (Francia), 1450- S.C. 
1 5 1 7. Bolognese School. 

The Infant Jesus, lying in the foreground, is adored 
by the Virgin Mary, St. Joseph, and two angels. Back- 
ground of mountains. This is a small but charad:eristic 
example of Francia. The features of the kneeling Virgin 
are very beautiful, and full of devotional expression. 
The other figures have been probably retouched in parts. 
The pidure formed part of the colleftion of Napo- 
leon III. 

307 The Crucifixion, by Francesco Saibolini (Francia), S.S.I 
1 450- 1 517. Bolognese School. 

Job is stretched at the foot of the cross, the Virgin 
and St. John stand on either side. Background of 
mountains. This is a large, but not very satisfactory 
example of Francia. The best figure in the group, which 
is life-size, is that of Job, nearly nude, and painted with 
great skill. St. John's open and contorted mouth conveys 
a violent and unnatural expression of grief. The Virgin 
is draped as a nun, in a robe of blue black. One of the 
most remarkable features in this work is the absence of 
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ability which it displays in the treatment of landscape. . 
The clouds are conventional, and the mountains almost 
barbaric in form. The pidture, which has evidently 
sufFtrred from time and retouching, is disfigured by 
blisters and worm holes, which a recent coat of varnish 
does not conceal. It is signed "francia aurifaber,'' and 
was originally in the Church of San Giobbe at Bologna, 

Raphael. (See Santi.) 

465 The Descent from the Cross. JeanBaptiste Segnaiilt. S. F. 

1 7 54- 1 8 29. French School. 

The body of our Lord lies on the ground in a shroud. 
The Virgin, supported by the Magdalen, extends her 
arms and raises her eyes to heaven. On the right is an 
old woman with clasped hands, and behind her stands 
St. John. Further off are the holy women at the foot 
of the cross, and Joseph of Arimathea with Nicodemus. 

This is a large pidture, distinguished by its smooth 
finish and careful drawing, but unsatisfadory in colour. 
The flesh tints are leathery, and the draperies, though 
accurately shaded, are singularly devoid of texture. 

g6 The Bath^ by Sembrandt van Ryn, 1 607- 1 669. Dutch L.C 
School. 

A very ugly and offensive pidture, in which the prin- 
cipal objecft is the ill-proportioned figure of a naked 
woman, distinguished by flesh tomes whose colour sug- 





Rembrandt. 

gests the need of a bath rather than the faifl that it has 

been taken. The position of the old servant wiping the -^ 

woman's feet is not very intelligible, and the drawing of "^ 

the bather's legs is distinftly defedtive. The light and -t 

shade of the piifture, though obviously untrue to natural i( 
efFeftj are managed with the painter's usual dexterity. 



98 Portrait of a Man, by Rembrandt van Ryu, 1608- 
1669. Dutch School. 

Half length, full-face, dressed in dark brown, with a 
black cap ; long brown hair. He holds a staff in his left 
hand. This is a coarsely painted work, with no special 
charafteristics to distinguish it from many by the same 
master. 

405 The Good Samaritan, by Sembrandt van Ryn, 1608- Cr 
1669. Dutch School. 

Two men are assisting into an inn the wounded 
traveller, while a stableman holds his horse. On the 
right the Samaritan stands on the steps of a staircase 
with his purse in his hand, and commends the sufferer to 
the care of the landlady, who stands at the door. 
Above, three figures are looking out from a window. 
With the exception of a hideous turban on the head of 
the Samaritan, there is nothing to suggest the nature or 
locale of the story represented. All the rest of the 
scene belongs to that low order of rustic life from which 
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TDutch painters so often drew inspiration. Even here 
Rembrandt does not shnnk trom indicating; elements of 
squalor and slovenliness One ot the peasants who is 
helping to carry the wounded man has his stockings 
down at heel The chief merit ot the pn^ture, like many 




others by the same hand, lies in the.efFedt of light 
realized— a soft glow of sunset. 



07 The Pilgrims of Emmausy by Rembrandt van Ryn, G.G. 
1608-1669, Dutch School. 
Our Lord, seated in the centre of the table, is about 
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to bless the bread, when He is recognized by His dis— * 
ciples, one of whom has his back turned to the spei5tator-"n 
while the face of the other is seen in profile. Behind th^» 
latter, an attendant approaches carrying a dish. 




This is a coarsely painted work, and the expression of 
the principal figure is peculiarly unfortunate. Still there 
is a homely simplicity and an absence of affeftation in 
the treatment of the subjed: which makes it impressive. 
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Kubens would have dramatized the sacred incident 
Murillo would have prettified it. Here, at least, it is 
treated with reverence, though with Httle care for pro- 
prieties of costume and other details. 

The Carpenter's Hotisehohi, by Rembrandt van Ryn, S.C. 
'608-1669. Dutch School. 

In a workshop lighted by a large arched window, a 
Woman seated by the side of a cradle nurses her child. 
Near her, an old woman, holding a book and speflacles, 
caresses the infant. Further off", the carpenter, standing 
near the window, shapes a plank with an adze. On the 
right a caldron hangs before a large fireplace. 

This is a well-known piiflnre, remarkable for clever 
grouping and for a delicacy of finish which is unusual in 
Rembrantit's works of this size. The ray of sunlight 
which streams in on the mother and child will help to 
explain why the subjeifl has been so frequently described 
as a "Holy Family." The effeift, indeed, ibough ad- 
mirably rendered, can hardly be justified by natural laws, 
and is obviously inconsistent with the colour of the sky 
seen through the window, and the gloom which fills the 
rest of the interior. It is a dexterous trick of chiaroscuro 
which will be familiar to all who have studied Rem- 
brandt's works with attention. 



[12 Portrait of Himself, by Rembrandt van Ryn, 1608- G.G. 
i66g. Dutch School. 
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Life-size, bust-length, three-quarter face turned to tK_^(ii 
right, short crisp hair, and slight moustaches. He 
a dress of plum-coloured velvet, and a gold chain 
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Household, by Rembrandt. 



with jewels. This portrait is signed and dated 1633, 
when Rembrandt must have been twenty-five, but he 
looks at least ten years older. The features are solidly 
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painted and distinguished by a warmth of flesh tone which 
suggests the effedt of sunset. 

i Portrait of Himself, by Keml)Tandt van Ryn, 1 608- G.G 
1669. Dutch School. 

Life-size, bust-length, nearly full face, with crisp 
auburn hair, moustaches, and " imperial," He wears a 
velvet cap, decorated with a little gold chain set with 
stones, and another goid chain over his cloak. 

This is a more rakish- looking portrait than the last 
described. The flesh tints are wonderfully blended ; 
carmine-grey, Indian-red, and yellow gleaming out from 
under amber- coloured glazing. The high lights which' 
fall on the band of jewels round the cap are most 
dexterously painted and almost startling in their reality. 
It is to be noted that here the background is lighter 
than the portrait. 

.4 Portrait of Himself by Rembrandt van Ryn, 1608- G.G. 
1669. Dutch School. 

Life-size, bust-length. The head covered by a black 
velvet cap, from which the hair falls to the shoulders. 
•From the date on the pifture, 1637, it would seem that 
Rembrandt was in his thirtieth year when this portrait 
was painted. It is somewhat larger than life. The 
features are unrefined, but full of charat^ler and expres- 
sion. The scheme of colour, passing from amber and 
olive green to brown and black, is harmonious and ex- 
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celient, and the fiesh tints gJow with golden light. Irr^E 
short, the tone of the picture has all the quality whicl«~M 

makes this master's work attra<5iive, without the charac 3 

teristic drawback of violent chiaroscuro. 
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Portrait of Rembrandt, by himself. 



415 Poriraii 0/ I-fimself in middle life, hy'R.etEAiiaiiQ.t van G. 
Ryn, 1608-1669. Dutch School. 

Life-size, half-length, three-quarter face turned to 
the right, with short grey hair. He wears a dress 



trimmed with fur, and a wliite linen cap or turban. In 
his hands are his palette and brushes. This is a coarse, 
but vigorously painted portrait. For generations past 
admirers of this master have expatiated on the excellence 
of " Rembrandt effedts " without asking themselves why 
feces usually seen in daylight should be illumined on 
canvas under such eminently artificial conditions. 
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Portrait of an Old Man^ by Kembrandt van Ryn, G.G, 
1608-1669. Dutch School. 

Life-size, bust-length, full face, with a long beard, 
and grey moustaches. The wrinkles on the face and 
cheek are painfully exaggerated, but the tone of colour 
is fine. 



Portrait of a Young Man^ by Eembrandt van Ryn, G.G. 
1608-1669. Dutch School. 

Bust-length, nearly full-face, with small moustaches 
and long hair. He wears a lai^e cap, ornamented with 
a gold chain, and a doublet, fastened by gold buttons, 
open at the chest; dark background. This is a power- 
fully painted head, rather larger than life. The eyes are 
wonderfully brilliant and expressive. In the flesh tints 
we find a subtle admixture of yellow, carnation, and 
grey; but the first predominates. The light falls defi- 

tcly on one side of the face, and the painting is solid 

d effective. 
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419 Portrait of a J^t7»;rt«, by Rembrandt van Ryn, 1608 — * 
1669. Dutch School. 

A life-size figure seen to the waist. She has dark eyesa 
and fair hair drawn off the forehead and falling in curlss 
on each side of the head, which is covered at the top by- 
a green velvet cap decorated with bows of red ribbons. 
She wears diamond earrings terminating in pearl pen- 
dants. Her features are coarse and broadly painted by 
apparently an artificial light, the accentuation of shadows" 
in each corner of the mouth lending it a conventional 
smile. It is a charafleristic, if not exactly pleasant ex- 
ample of the painter. The signature is hardly discernible. 

6go Butchers Meat, by Kembrandt van Ryn, 1608-1669. ^-^^ 
Dutch School. 

It is difficult to conceive how any painter of taste 
could have selected such a disgusting subject as this 
for representation, and still more curious that the 
piifture should have been selected for acquisition by a 
modern monarch. It seems to have formed part of the 
coUeftion of the late Emperor Napoleon III. 

315 Christ and the Woman of Samaria^ by Guido Reni, G.G- 
1575-1642. Bolognese School. 

Our Lord is seated on the left, leaning on the edge of 
the well, and addressing the woman of Samaria, who 
stands before Him. A small but well-known picture, 
which has attained more notoriety than it deserves. 
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There is really little or nothing to recommend it but the 
cfFeift of evening light which fails on the figures, and this 
is rather tricky than real. The clumsy modelling of the 
woman's left arm would have exposed a less famous 
painter to severe criticism. 
The figures are about 14 inches high. 
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ia, by Guido Reni 



Chrtst delivering the Keys to St. Peters by Guldo G.G. 
Beni, 1575-1642. Bolognese School. 

Our Lord, surrounded by His apostles, presents the 
keys to St. Peter, who kneels to receive them. 

In this large composition the figures somewhat exceed 
the size of life. They are effeftiveiy posed in an 
academical sense, but the quality of the painting is poor. 
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and the scheme of colour, which includes rose-pink ani^H 
ultramarine in juxtaposition, is simply detestable. Th^^ 
head of the Saviour, though here, of course, representec^H 
in manhood, recalls the features of the youthful Christzr 
in Guide's small pit5lure at the National Gallery. 

320 The Magdalen, byGuidoEeni, 1575-1642. BoIognes& 
School, 

Another instance of a work by Guido which at one 
time was commoiily accepted as an appropriate treat- 
ment of a religious subjedt, the faft being that beyond 
the introduftion of a crucifix there is nothing m the 
pi(5ture which justifies its title. The woman's loosened 
hair and dramatically clasped hands inspire no sympathy. 
Her form and expression are of the earth, earthy. Nor 
is there any technical excellence in the painting to com- 
pensate for the utter want of sentiment which it displays. 
Even the drapery is at fault, and, indeed, it is difficult to 
see how any material but crumpled paper could arrange 
itself in such ugly and improbable folds. 

The figure is somewhat larger than life. 

321 Sfl/Ki^5'^<^<7i-/mw,by GuidoReni, 1575-1642, Bolognese G."- 
School. 

The saint is seen almost at full-iength, bound to a 
tree, with his head turned to the left, and his eyes raised 
upwards. In the distance are seen his executioners. 

The effedt aimed at in this pidlure is apparently in- 
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I, for moonlight, though why the figure of the 
T should alone be illumined it is difficult to explain, 
conventional St. Sebastian of early art inspires re- 
, however impossible it may seem for him to main- 
t dignified attitude while his body briKtles with 
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The Magdalen, by Guid. 




I 



but whatever piflorial skill there may be m this 
;it presents to the praiflical critic nothing but a 
man with an arrow sticking in his side. His 
igs have not only not blanched his cheek, but have 



imparted to his nose a hue which rivals that of hi: 
in ruddiness. This may be dexterous flesh painting 
it is singularly unfortunate in the treatment of a relij 
subjeift. 




St. SebaBtian, by Guido Retii, 

32 The Club-footed Man, by Giuseppe Ri'bera (Sp; 
letto), 1588-1656. Valencian School. 

A coarse painting of a hideous and deformed dw 

It is some satisfaftion to think that however 1 

piftorial art may have degenerated within the las- 
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;enturies, no European paiiiterof note would employ his 
3rush on such a subjeift in our day. 

Tlie Adoration of the Shepherds^ by Giuseppe Bibera G.G 




Adoration of the Shepherds, by Ribera. 

(Spagnoletto), 1588-1656. Valencian School. 

! Virgin kneels before the Infant Jesus, who is 
B in a manger. On the right are two shepherds and 
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a female figure ; on the left another shepherd. In the 
foreground is a kid. 

This is, in size, the most important, as it is also 
perhaps the finest example of Ribera in the gallery. 
The herdsman in the foreground is larger than life, and 
the texture of his sheepskin coat rendered with great 
skill. The Virgin's features are beautiful, but cold and 
unimpassioned in expression. The Infant is admirably 
painted, and the flesh tones throughout would be excel- 
lent but for the violence of the shadows superposed. 
The painting is remarkable for solidity of impasto, but it 
has suffered, like other works by the same master, from 
time, and the surface is defaced by tracks. 

The pidure is signed and dated 1650. 



I 549 "^^'^ Eiitotnbment, Giuseppe de Ril)eTa (Spagiioletto)7 
r588-i656. Valencian School. 

The body of our Lord, laid on a shroud, lies at the 
edge of the sepulchre, supported on the left by Joseph 
of Arimathea; on the ri.ht, by Nicodemus, who bends 
over it. In the background are the Virgin, the Magda- 
len, and St. John. The chief excellence of this work 
consists in the ingenious effeft of artificial light which is 
thrown on the group ; but the pifture possesses other 
qualities of art deserving notice. The head of Christ is 
finely designed, and beautiful in death. That of Nico- 
demus, which is seen in profile, is vigorously painted, and 
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the draperies are rendered with great skill. The figures 
^i"e life-size. 

^^' J^aul the Hermit, by Giuseppe Bibera (Spagno- G,G. 
Jetto), 1588-1656. Valencia!! School. - 

The saitit, holding a rosary in his clasped hands, sits 




The Entombmenc, by Ribera (Spagnoletto). 



^^n a rock at the entrance to a cave. His loins are bound 
"With plaited straw, but the rest of his figure is nude. By 
his side is a human skull resting on a book. 

Painted apparently by candlelight. The background 
Is absolutely black in parts, and only relieved by a gleam 
of dawn in the distance. The figure is rather larger than 
life, with limbs carefully modelled; but the flesh tones 
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':iigam 



are false and unpleasant. The white hair and beard, the 
deeply -furrowed brow, and upturned eyes, may be con- 
ventionally accepted as charatfteristic of a hermit; but, in 
other respefls, the pifliire conveys no expression of 
rehgious sentiment, 

333 David and Goliath, by Daniele Bicciarelli (called also Q 
Daniel de Volterra), I509?-I566, Florentine School. 

David prepares to cut off the head of Goliath, whom 
he has just overthrown. This pifture is executed on a 
slate slab, which is painted on both sides. On one side 
David's profile is seen turned to the right, on the reverse 
side to the left. Beyond this curious conceit, and the 
fa(5t that the work was once attributed to Michael 
Angelo, to whose designs it bears some resemblance, 
there is little noteworthy in this pi<5ture. The figures 
are carefully modelled, but violent in aiftion, with dra- 
peries of an artificial order. The colour is unpleasant 
throughout, and the execution distinguished by asmooth 
and silky finish. The work occupies an isolated position 
between the first and second divisions of the Long 
Gallery, 



241 Poi'trait of the Cardinal du Poltgnac, by Hyacinthe 1 
Rigaud, 1659-1743. French School. 

A three-quarter-length figure. The cardinal is seated 
dressed in his robes and holding a book on his knees. 
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This is a poor example of the fashionable portrait-painter. 
The features are harshly painted, with half the face in 
shadow, and the cold grey, nearly black, background is 
about the worst that could have been devised for the 
scarlet drapery. 



Portrait of Louis XIV. Hyacinthe Rigaud, 1659- S.F. 
1743. French School. Life-size, full-length. 

This portrait is rendered immortal by Thackeray's 
sketch and description, and certainly few royal por- 
traits have afforded such a brilliant theme for satire. 
The pompous bearing of the monarch ; the vanity and 
selfishness indicated in his expression, the absurd manner 
in which the regal robes are thrown up over his shoulder, 
in order to display a couple of indifferent legs ; the: 
enormous brown periwig ; and even the grandiose- 
curtain arranged in impossible folds overhead — are all. 
so many items in a sum total of vulgarity. Beyond the 
technical skill shown in the painting of the ermine- 
lined robe, there is little or no artistic merit in the 
pi(5lure. 



4^8 The Ancient Portico of Marcus Atirelius^ by Hubert S.F, 
Robert, 17 33- 1808. French School. 

An architeftural subjedt broadly painted, with a fine 
sense of colour and effed, but the drawing of the arch 
on the left hand is surely incorreft. 
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,489 The Portico of Octavius, Rome, by Hubert Robert, S.F, 
i7J3-r8o8. French School. 

Another example of the same painter. This one is 
less truthful in colour than 448, but the light and shade 
are well managed and the point of view excellently 
chosen. 



i Susannah and the Elders, by Jacopo Kobusti (Tin- L.C 
toret), 1512-1598. Venetian School. 

Susannah, whose figure is entirt-ly uiidraped, occupies 
the centre of the piifture, surrounded by her attendants. 
On the right is a statue holding an urn from which 
water is flowing. At some distance on the left are the 
two elders. 

This is a large but indifferent example of the painter. 
The figures are colossal, and Susannah's left leg is most 
awkwardly modelled. The lights are scattered, and the 
tone of the pifture is cold and grey. It could hardly be 
called true to nature in any sense, and as a decorative 
painting it is unsatisfaiftory. 

17 Madonna and Child with Saints, by Jacopo Hobusti L.( 
(Tintoret), 1512-1598. Venetian School. 

The Virgin is seated with the Infant Jesus on her lap. 
Near her are Saint Sebastian and St. Francis of Assisi. 
On the left are the donor, kneeling, and a bishop who 
stands holding a cross. 

This group is rather larger than life and very coarsely 
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painted, with black shadows. The best head is that'of 
the grey-haired donor. The pose of the Virgin and the 
a(5tion of rhe 6gure representing St. Francis are both 
constrained and awkward. 

;8 -Poriraii of Pietro Mocenigo, by Jacopo BobuBti (Tin- L.C. 
toret), 1512-1598. Venetian School. 

A half-length figure, dressed in a red gown trimmed 
with ermine. The head, which has short hair and a long 
black beard, is finely painted ; the flesh tints ricli but sub- 
dued in tone. On a book to the left is the following 
inscription : — " anno .etatis lvii. mvii. {sic) iacomo 

TENTORETTO F." 

135 Susannah at the Bath, by Jacopo Rolmsti (Tintoret), S.C. 
1512-1594. Venetian School. 

A vigorous and masterly palming hung" too high for 
detailed examination. One of the great chanr.s in this 
painter's work is the absence of effort and academical 
proprieties of composition. He places his figures un- 
conventionally with no apparent labour of arrangement. 
The result is that deficiencies of chromatic excellence and 
technical finish are redeemed by the vigour and natural 
grace of his designs. This group is of life size or 
nearly so. 



336 Paradise^hy Jacopo Robusti (Tintoret), 1512-1594. G.G. 
Venetian School. 




Kosa. 

horizontal piiflure crowded with figures painte ■ 
on a small scale and disposed iii hemicycles one withi 
another. Floods of celestial light alternate with rings c 
clouds. Angels, propiiets, martyrs, and others of th 
heavenly host are ranged in rows aronnd the centra 
group formed by Christ crowning the Holy Virgin aiic 
surrounded by His apostles. The pifture is hung toe 
high to allow of detailed examination, but no one i 
fail to recognize at a glance the genius and admirable 
taste which it displays in composition, chiaroscuro, anc3-^^J 
chrom:itic harmony. The painrer has treated the sime= "^ 
siib)eiit on a larger scale in the Ducal Palace at Venice. 

344 A Battle-piece^ by Salvator Eosa, 1615-1673. Neapo- 
litan School. 

In the foreground is a hand-to-lmnd conflift of horse- 
men, &€., on the right a temple in ruins, on the left 
burning vessels. In the background a charge of cavalry. 
This is a large piifture, full of gloom -and horror, the 
men engaged in the fight looking more like demons let 
loose from the infernal regions than gallant soldiers. 
Beyond the trick of light and shade, which relieves thi 
figures from each other, and the variety of aflion de- 
lineated, there are really no points of merit In the pidture. 
Many of the incidents are grossly improbable, and the 
men and horses are absurdly overcrowded, even for ti 
melee of battle. It is a pity that this work cannot 
acquired by the Peace Society, and exhibited to' promote 
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-'^tr doftrines, for surely no scene ever depided on 
-i^^^N^as could present war in a meaner or more degrad- 
^ light. 

' ^^X'-Tidscape, by Salvator Rosa, 1615-1673. Neapolitan G.G, 





Landscape, by S. 



^^*Three soldiers, clad in armour, are watching from a 
«eieht. On the right is a sportsman, shooting. In this 
Tvork the painter is seen at his worst. It is ghastly, 
gloomy, and untrue to nature m every respe<5l. The 
clouds are false in form and colour, the rocks ungeologi- 
ca! in struiiture, and hedge sticks, fit for nothing but fire- 
wood, stand for trees. There is absolutely nothing to 
redeem the pifture from contempt. 



204 Rosiin. 

I 844 A Young Girl decorating a Statue of Love with a S 




A young Girl decorating a statne, by Rosli 



garland of flowers, by Alexandre Rosiin, 1718-1793. 
French School. 

A very attraiftive piifture, embodying far more taste 



Rubens. 

^^*»an was usual in French works of this date. The 
*-«3ion of the girl is unafFedtedly graceful, and the texture 
^rif her white satin dress admirably rendered. 



1 



^^^'-fenri IV. receiving I he portrait of 3Iarie dc Mcdicis. G.G- 
Ureter Paul Rubens, 1577-1640. Flemish School. 

Of the large allegorical paintings by Rubens whicn 
occupy so much space on the walls of the Grande Galerie- 
s. great deal might be said. They represent a phase ot 
taste in piflorial art which commands but a qualified 
admiration in our time, and is not likely to find repro- 
duiflion. The inventive genius of the painter, his know- 
ledge of the human figure, his extraordinary dexterity 
and technical skill, are beyond all question; but each and 
all of these qualities are in turn abused or travestied in 
liiese co!os3al works. His sense ot colour, of^en refined 
and true to nature's key, is here vulgarized, especially in 
the flesh tones. His inventive power descen^ls to ex- 
travagance ; the facile skill in composition panders to a 
low form of scenic art ; the elements of human beauty 
are perverted; what should be manly dignity becomes 
dramatic affectation, and meretricious charms are substi- 
tuted for womanly grace. 

The example before us {437J is better than many of 
the rest, for though the subjed: is an ineffably foolish 
one, its treatment has a touch of sentiment enlivening the 
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439 T/ie Embarkation of Marie de Medicis^ 3rd Nov. G.G. 
1600, by Peter Paul Snbens, 1 577-1 640. Flemish 
School. 

A scene chiefly remarkable tor the presence of cparse, 
brazen-faced mermaids and rollicking water-nymphs. 

440 The Marriage of Henri IV. with Marie de Medicis, G.G. 
by Peter Paul Rnbens, 1 577-1640. Flemish School. 

In this design Jupiter, throwing his leg over an eagle 
as it it were a footstool, is a very undignified deity. 

441 The Birth of Louis XIII . at Fojitaifiedleau, by Peter G.G. 
Paul Rubens, 1577-1640. Flemish School. 

In this picture Marie de Medicis sits more like a slat- 
tern than a Queen of France. 

442 Henri IV, y departing for the German War, confides to G.G, 
the Qjicen the Government of his Kingdom, by Peter 
Paul Rubens, 1 577-1 640. Flemish School. 

One of the best and most interesting of the series, and 
distinguished by the absence of ojffensive nudities. 

444 Apotheosis of Henri IV. ^ by Peter Paul Rubens, G.G. 

1 577- 1 640. Flemish School. 

Perhaps the most absurd of the whole number. 

445 The Government of the Queefi^ by Peter Paul Rubens, G.G. 
1 577-/ 640. Flemish School. 



Rubens. 
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All Olympus is assembled to assist her, but Minerva, 
^^^fr some reason best known to herself (or rather to 





if Henri IV. for the German Wars, by Rubcna. 

fllubens), seems bent on attacking the naked Apollo 
I with her lance. 
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448 '^ FSliciU de la Regence^ by Peter Paul Rubens, 1577- G.G. 
1640. Flemish School. 

Vulgarly designed and garish in colour. There never, 
surely, was such infelicitous Felicity represented on 
canvas - 

453 Interview between Marie de Medicis and her Son, by G.G. 
Peter Paul Rubens, 1 577-1640. Flemish School. 

A simple domestic scene transformed into a hideous 
allegory, with horrible monsters tumbling about in the 
foreground. 

454 The Triumph of Truth, by Peter Paul Rubens, 1577- G.o. 
1640. Flemish School. 

A gross and sensual group, in which the nude figure of 
a corpulent woman is seen struggling in the arms of 
Time, who soars through the air without using his wings. 

^c3 Portrait of the Baron Henri de Vicq^ Flemish Ambas- G.G. 
sador at the Court of France, by Peter Paul Rubens, 
^ J 77 -1640. Flemish School. 

Bust-length, nearly full-face, with beard and mous- 
taches. He is dressed in black, with a quilted ruffle 
round his neck. This portrait looks hot and hard in 
execution in comparison with the Rembrandt which 
hangs beside it. The features are m vested with a life- 
life expression, but the flame-coloured curtain back- 
ground greatly detracts from the merits of the piAure. 
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5g fortrait of Elisabdh 0/ France, daughter of Henri G.G. 
IV., by Peter Paul Rubens, 1577-1640. Flemish 
School, 

Life-size, three-quarter length, seated in an arm-chair 
ot red velvet. Her under robe is of blue, brocaded with 
gold, over which is another of black satin. She wears a 
crown on her head, and holds a bouquet of flowers in her 
right hand. 

This is an elaborately-painted work, every detail 
of jewellery and brocade pattern being carefully ren- 
dered. The queen's features ate very pretty, excepting 
the under lip, which is somewhat protruding. A re- 
plica of this portrait is in the Duke of Marlborough's 
colleftion. 

460 Portrait of Helen Fonrmount, the second wife of G.G. 
Rubens, and tivo of his childretL, by Peter Paul Subens, 
1577-1640. Flemish School, 

Rather less than life-size. The wife, whose figure is 
seen almost in profile, is seated in an arm-chair, dressed 
in white, and wearing a large felt hat trimmed with 
feathers. She holds a little boy on her lap, while his 
little sister stands on the left, raising her apron. The 
heads alone are finished, and the details of the back- 
ground are scarcely more than indicated. 

After the pitflorial allegories and regal glorifications 

khung in the preceding division of the Grande Galerie, it 
is a relief to find this simple domestic subjeft treated by 
: 
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the same hand. The pifture is painted in a light key of 
colour, viz., cream white, grey, and amber, with a little 
rose pink ; very harmonious and beautiful, except the 
boy's cap, which is ugly in form, and makes a dark 
patch in the centre of the composition. It is a sketch 
rather than a pidure, and in some qualities reminds one 
of Sir Joshua Reynolds. 

461 Portrait of a Lady of the Boonen family, by Peter G.G. 
Paul Bubens, 1 577-1640. Flemish School. 

Life-size, bust-length, three-quarter face turned to the 
left. She wears a black satin dress embroidered with 
gold, and holds in her right hand a gold chain enriched 
with jewels. Red curtain background. 

A very charming study, though the right cheek and 
eye are slightly out of drawing. The features, which 
somewhat resemble those of the '* Chapeau de Poile " 
portrait at the National Gallery, are in broad light, and 
finely modelled without much shadow. The hand is 
delicate with tapering fingers. 

462 The Village Fete, by Peter Paul Bubens, 1577- 1640. G.G. 
Flemish School. 

A large pifture, to the left of which are rustic houses 
and trees. Near a table raised on trestles boors are 
carousing. In the foreground are peasant women re- 
clining on straw, a beldame offering drink to a boy. 
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u»id other figures. In the middle distance a large crowd 
t — »■ 'S villagers are dancing to the sound of a fiddle and bag- 
^^j~»ipes. Meadows, hills, and a clock tower are seen in 
"tie background. In this scene Rubens trenches upon 
tzhe subjects usually affefted by Teniers, and certainly 
*-ivals his coarseness. As a composition it is spotty in 
dolour, and wants concentration of efi'eift. The land- 
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The Village Fe!C, hy Ruber 



scape is cleverly dashed in, but it must be confessed that 
most of it looks like studio work. 



'3 A Tournament iicar ilie moai of a Castle, by G.G. 
Peter Paul Bulieils, 1577-16+0. Flemish School. 

Six armed knights are tilting at each other in pairs. 
On the left a page holds a bundle of lances, and another 



212 Rubens, 

picks up those which have fallen. On the right two 
heralds are blowing trumpets. In the middle Is a forti- 
fied castle surrounded by a landscape. 

This is a clever and vigorous sketch. The a<Jlion of 
the horses is indicated with a rapid but masterly touch, 




and the glow of the setting sun is most efFedively ren- 
dered. 



45c Landscape, by Peter Paul Bubens, 1577 -i 640. G.G. 
Flemish School. 

On the left a man and woman stand near a tree ; a 
female peasant sits on the ground looking at them, 
while a shepherd stands by with a flute. In the centre 
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of the pifture are other peasants with sheep. In the 
distance a river crossed by two bridges. Mountains in 
the background, with a rainbow overhead. 

This work is very charaderistic of Rubens, whose 
landscapes must be judged by an ideal standard, rather 
than by any direft comparison with nature. As schemes 
of colour they possess an undeniable charm, but in 
order to concentrate these efFeds of light, painters of 
this school too often, as in this case, enveloped half their 
piftures in impossible gloom. 

691 The Triumph of Virtue. Peter Paul Bubens, 1577- G.G. 
1640. Flemish School. 

Two figures in this little sketch, viz.. Truth sus- 
tained by Time, will be found on a colossal scale in 
454, one of the many large works by Rubens in this 
gallery. 

470 The Forest, by Jacob Buysdael, 1630?-! 681. Dutch G.G. 
School. 

In a large wood, crossed by a river, a peasant woman, 
seated on a donkey, speaks to a villager followed by an 
ox. On the left a traveller, seated, with his baggage at 
his side, is putting on his shoes. In the distance cattle 
are seen. This, a large and fine example of the master, 
alternates in tone between grey and brown. The cloud 
forms are especially fine and true to nature. The foliage 
is conventional in treatment, but the tree trunks are 
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carefully painted. The chief charadleristic of the pic- 
ture, as is usual in Ruysdael's work, consists in the 
management of chiaroscuro. Note the dexterous con- 
centration oi light on the dead tree to the left, and 
on the peasant woman in her scarlet gown. 




The For«r, by Ruysdac!. 

472 Landscape, by Jacob Euysdael, i630?-i68r. Dutch G.( 
School. 

On the right is a steep and sandy road, with a thicket 
and trees on one side, and a wooded slope on the other. 
A peasant ascends the hill, accompanied by three dogs. 
On the left are meadows, and in the distance a village. 

Ruysdael's effefts are almost always of one kind) and 



depend on concentrated masses of light and shade. Here 
the clump of trees in the centre of the piflure is unfor- 
tunately clumsy, but tKe hill and distance are rendered 
with charafleristic skill. » 

155 The Sleep of the Infant fesits, by Giov. B. Salvi G.G. 

(Sassoferrato), 1605-1685, Roman School. 

The Virgin, whose figure is seen at half-length, holds 
in her arms the Infant Saviour, and bends her head over 
Him. On the right and left arc cherubim. 

Sassoferrato is a master whose work in the present day 
rarely commends itself to cultivated taste, but this is a 
favourable example of his brush. In addition to correift 
and careful drawing, we find here refined colour, graceful 
and unaffefted aition, and, above all, an absence of that 
exaggeration in light and shade, and over-smoothness of 
finish which usually distinguish his produiftions. 

Sano di Pietro. (See Ansauo.) 



96 Susannah and ike Elders^ by Jean Baptiste Santerre, S. F. 

1650-1717. French School. 

Susannah, whose figure is entirely nude, is seated on 
drapery at the edge of the bath, in a very awkward, if 
not impossible sort of attitude, with her left leg bent in 
such a manner as to threaten dislocation, though her ex- 
pression is one of extreme complacency. The flesh 
tones are true to nature and well rendered, but the 



2l6 

modelling of the torso is defective. In the distance, an*- 
concealed by a garden wall, are the two elders. 



362 La Belle fardmicre. Raffaello Santi (Raphael), 1483- i 
1520. Roman School. 

The Virgin, sealed before a landscape background, \ 
watches the Child Jesus, who stands by her side, resting 
on her knee. To the right kneels the infant St. John, 
holding a cross. The figures are about two-thirds life- 
size. In examining a work of such world-wide notoriety 
as this, it is difficult to divesc one's mind of the weight 
wfiich the painter's name and extraordinary genius must 
bring to brar in its favour. But considered apart from 
this influence, it may fairly be doubted whether the,, 
pidture is not, on the whole, disappointing. A certain.;! 
grace of line and composition wilt, of course, be recog- I 
nized at first sight; but it is of a somewhat conventional 
order, and sculpturesque rather than piftorial in charafler. 
The figures are academical in pose, and lack the spiri- 
tuality of Perugino's art. In quality of execution,'the very 
finish of the round plump limbs makes one impatienr of 
flesh tints which, whatever may have been their original 
hue, retain now, at least, little of natural colour. The 
imperfeft modelling of the extremities, and a want of defi- 
nition in some portions of the drapery, are probably the 
result of restoration ; but the cold precision which marks 
the treatment of flowers and foliage in the foreground is 
charafteristic of an aim revealed in other portions of this 
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work, which, accurate and even beautiful as it is, realizes 1 
neither the simplicity of Raphael's earlier style, nor the 
vigour of his later inventions. 




La \ erge an \ o ie b Raphael 



363 La Vierge au Voile. Raffaello Santi (Raphael), 1483' 
1520. Roman School. 
A small but attradlive exam^Vt of tVva master. 
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'The Virgin seated on the ground, raises a veil above 
her Infant Son, a beautiful child who hes sleeping on 
blue draperv thrown over a cushion. On the right, 
the youthful St. John kneels in adoration. In the 
background are seen ruined buildings, with the distant 
view of a town (classic architeifture) and mountains 
beyond. The figures, which are about one-third the 
size of life, are gracefully posed, and the head of the 
Virgin is very beautiful. The crimson of her robe is 
so pale as to approach pink in the lightest parts, and 
passes into plum colour in the shadows. Her mantle 
may be described as silver grey rather than blue. This 
pifture, whicli is painted on panel, belonged to the col- 
■leiftion of Louis XV. 

,64 The Holy Family, imtli St. Elisabeth, and St. fohn. S.C. 
RafFaello Santi (Raphael), 1483-1520, Roman School, 
A life-size group. It would be hazardous to conjec- 
ture how far this piifture has suffered since its original 
execution by the great painter whose name it bears; the 
design is, of course, his own. Joseph's dignified figure, 
and the finely modelled head of Elizabeth, who kneels 
behind St. John — the downcast eyes of the group, and 
skilfully arranged draperies, as well as the academical 
charafter of the composition, are charafteristic of the 
master; and if some of the attitudes seem affeded, the 
affeftation is allied to a grace which few but Raphael 
could realize; but the hot flesh tones and violent shadows 
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which mar the excellence of this work, are not definitely i 
his, and they are rendered all the more disagreeable by 
the smcmth finish of the impasto. This pifture, as wo 
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The Holy Family, l.y Raph: 



learn from an inscription on the border of the Virgin's 
mantle, was painted at Rome in 1 5 1 8. It was origmally 
in the colleftion of Francis I. 



Hants. 

fyokn the Baptist in the XVilderness, Sy Raflfaello G.G. 
mti (Raphael), 1483-1520. Roman School. 

This IS a large square pid;ure, representing ihe youth- 
il St. John sitting on a felled tree trunk, holding a label 

his left hand, and pointing to a small rustic cross with 




St. John the Baptist, by Raphael. 



s right. The figure is grandly designed, and suggests 
e influence of Michael Angelo on the painter's raste. 
he head is crowned with leaves, the eyes beam with 
telligence, and the lips are parted. The flesh tints are 
Ltural in colour, but much obscured by age, and appa- 
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rently injured in parts. The shadows are grey and soft, 
and the limbs exquisitely modelled. The background 
seems to disclose the outskirts of a wood, but it is so black, 
that it is liifficult to distinguish details. 

The later history of this picture, which is recounted 
in the official catalogue of the Louvre, will be found 
interesting. 

167 SL Margaret, by Raffaello Santi (Raphael), 1483- G.( 
1520. Roman School. 

The saint, holding a palm branch in her hand, stands 
in the midst of a landscape, trampling on the dragon, 
whose huge head with open capacious jaws turned upside 
down occupies the left corner. This life-size figure is 
designed with a keen sense of girlish grace, and the 
features are undeniably pretty, but the flesh tones, with 
their smooth artificial finish and cold grey shadows, are 
hardly true to nature. Nor is there much charm in the 
way of colour. The scarlet drapery thrown over the 
saint's right arm comes into crude and violent contrast 
with her blue dress, which clings, as if wet, to her form. 
The background is very dark, with twilight gleaming 
between the tree trunks. There can be but litde doubt 
that portions of this pifture have suffered from repainting. 

i Sainl Michael, a small painting by Raffaello Santi S.I 
(Raphael) of the winged St. Michael, armed with sword 
buckler, and alighting on the body of a prostrate 



<n. In the background are seen other demons, and 
the distant view ot" a fortified town. 



ig Also by Baphael, and apparently a companion picture S.C. 




St, George and the Dragon, by Rapharl, 



to the above, represents St. George in full armour, mounted 
on a white horse, attacking the dragon. In the back- 
ground is a conventional landscape, with feathery trees 
seen against the sky ; the horse is singularly well painted. 
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These iktle piflures, though insignificant in size, are well 
worth examination. Both are painted on panel. 

I SL Michael overthrowing Satan, by Raffaello Santi S.G 
(Raphael), 1483-1520. Roman School. 

This famous pifture, which bears the painter's signa- 
ture ami the date 1518, has most of the faults and but 
few of the merits of his latest style. The archangel is 
represented in the ad of alighting from above. His 
right foot touches, but scarcely rests on, the prostrate 
body of Satan, while the left leg is thrown hack. He is 
clad in classic armour, and holds firmly with both hands 
the .spear with which he attacks his enemy. His wings 
are variegated in hue, and carefully detailed. The figures 
are larger than life, and too consciously dramatic in aftion. 
The shadows are violent, and the scheme of colour is 
generally unpleasant. This painting formed part of the 
coUeiSion of Francis I. 

371 Portrait of Dalthasar Castiglioney by RafFaello Santi G.< 

(Raphael), 1483-1520. Roman School. 

Seen at hiilf-length, with the face slightly turned to 
the left, the hands crossed ; black dress with grey sleeves. 
A lifelike and interesting portrait, with clear blue eyes 
and an expression at once amiable and intelligent. It is 
painted with great breadth and dexterity, suggesting at 
first sight minute finish in such details as the fur of the 
coat, &c., but on closer examination indicating more skill 




than Jabour, It seems that thtsp!(5ture once belonged to 
Charles I. of England^ at whose death it was bought 
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St. Michael ovcnhrowing Saran, hy Raphael. 



by a Dutch amateur, at whose house Rubens copied it. 
It afterwards became the property of Mazarln, and sub- 
sequently passed into the colleiftian of Louis XIV. 
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372 Portrait of a Young Man, by RatFaello Santi 
(Raphael), 1483-1520. Roman School. 

Life-size, seen " en buste, " with effeminate features, 
pale complexion, and long tair hair falling from a black 




cap. He wears a dark green coat and mantle, and is 
posed in an easy attitude, supporting his head with his 
right hand and leaning on a parapet or window-stll. 




Santi. 



this piifture was long believed to be the portrait of j 
Raphael himself, but is now no longer considered so. 



73 Portrait of Jeanne d'Ara^on, wife of Prince Ascanio G.G. 
Colonna, by Raflaello Santi (Rapliael), 1483-1520. 
Roman Scliool. 

The princess is seated. Her figure is life-size, and 
seen at three-quarter length. She wears a red dress and 
a cape or turban oi the same colour. On the right is a 
landscape with a figure in the distance. 

The first sight of this well-known portrait is disap- 
pointing. Not that the figure wants grace or dignity — 
if we except the somewhat awkward aiftion of the 
left hand. The costume too, both in form and colour, 
is eminendy pidturesque. But there is a strange and ' 
ibvious lack of vitality in the features. The round. 
Hump cheeks are modelled in one unbroken contour, 
["he brows and forehead are shaped on the same 
plnn. The eyes are expressionless, and the mouth, 
with its symmetrically accentuated corners, partakes of J 
the same prim, formal charafter. Even the flesh tones 
seem mechanically gradated, and the general efl^e<5l is 
that of a coloured print or oleograph rather than a 
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This pifture was executed at the request of Cardinal 
Ubbiena, who presented it to Francis I. about 15 19. 
I: is therefore one of Raphael's latest works. 



374 foriraiis of Two Men. Raffaello Santi (Raphael), G.G 
1483-1520. Roman School. 

One stands restine his hand on the shoulder of his 
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Portrait of Jeanne d'Aragfin, hj Raphael. 

companion, who holds a sword in his left hand, and 
makes a gesture with his right as he turns. Both figures 
are dressed in black, and are life-s-ze, or larger. 
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Whether rightly or not attributed to the great master 
whose name it bears in the catalogue, this Is a coarsely- 
painted and unattradive piifture, with hot flesh tones 
and violent shadows. It was formerly in the colleftion 
of Francis I., and at one time was supposed to represent 
Raphael and his fencing-master. But there is no authority 
for this supposition. 

379 C/zarz/)', by Andrea del Sarto, 1487-1531. Florentine G.G. 
School, 

Charity, in the form of a female figure, sits holding 
two children in her arms. At her feet is a third child 
sleeping. A carteUino bears the following inscription : 
''ANDREAS SARTUS FLORENTINUS ME PlfJXlT MDXVllI." 

In this large and well-known example of Andrea del 
Sarto the figures shghtly exceed the size of life, and are 
somewhat too consciously arranged in a pyramidal group. 
The features of Charity are beautiful, but they wear an 
expression far from typical of the cardinal virtue per- 
sonified, and the obje<5i-s of her maternal care seem 
robust enough to dispense with it. The colour of the 
piifture is sickly and unpleasant, and the draperies arti- 
ficial in arrangement. The most notable excellence of 
the work is sculpturesque rather than pit5torial in quality. 

380 The Holy Family, by Andrea del Sarto, 1+87-1531. S.C. 
Florentine School. 

The Virgin Mary, seated on the ground, holds the 
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Sarfo, 



Infant Jesus, who turns towards St. John the Baptist, 
standing in the armsof St, Ehzabeth. Behind the Virgin 
are two angels. 

This is a work more distinguished for technical skill 




in execution than for any high order of invention, power, 
or sentiment. The composition is designedly crowded; 
but it is curious to find the figures of St, Elizabeth and 
St. John on a larger scale than those of the Virgin and 



Sassoferrato — Savoldo. 2 3 1 

Infant Christ, although in the same plane of sight. The 
kneehng figure of the Virgin is graceful in pose ; but her 
expression, as well as that of St. Elizabeth, is vacant and 
uninteresting. A careful examination of the design re- 
veals a certain mannerism in points of detail. For instance, 
the drawing of Mary's hand is identical with that of her 
companion. In each case we find the thumb, forefinger, 
and middle finger spread apart from the others — a some- 
what artificial disposition. In the children, we are re- 
minded of Raphael's manner. A warm, amber-like tone 
pervaJes the pidlure, and harmonizes hues of drapery 
which might otherwise have been discordant; toned 
crimson, cobalt blue, maize, lavender grey, and white are 
the principal colours used. The figures are nearly life- 
size, and it will be noted that the extremities are, gene- 
rally speaking, finished less carefully than the rest. 

Sassoferrato. (See Salvi.) 

383 Portrait of a MaUy by Giovanni Girolamo Savoldo, G.G, 
1480 ?- 1 548. Veneto-Brescian School. 

A life-size figure, partly claJ in armour and seen at 
half-length — his form reflected in mirrors. The features 
are handsome, and seem to be those of a man of thirty. 
He has thick fair hair and a beard. His neck is bare, 
and he wears beneath his armour a red velvet coat, of 
which the sleeves are seen. The portrait is carefully and 
eflfcdively painted. 



232 Savoldo — Sigalon. 

384 Portrait of a Man^ by Giovanni Girolamo Savoldo, G.G 
1 480?- 1 548. Veneto-Brescian School. 

A life-size figure, seen at half-length, clad in a sage 
green gown and black cap. He holds a letter, on which 
the followijig words are inscribed : *"*• Dono Bernardo di 
Salla in dloT 

An interesting example of this painter, whose works 
are rare. The features are refined, and carefully mo- 
delled, the eyes large, blue and expressive, the nose 
delicately chiselled, and the lips close set. The fair hair 
falls round the neck in thick masses. The face is illu- 
mined by a red light, as though from a fire, and the 
background is so dark that it is almost impossible to dis- 
tinguish the outline of the cap. It is probable that the 
pidlure would gain by cleaning. 

Sebastian del Piombo. (See Luciani.) 

499 The Young CoiLrtcsa7i, byXavier Sigalon, 1788-1837. S,F. 
French School. 

A life-size group, seen at half-length. The young 
woman, who wears the costume of the i6th century, is 
receiving a casket of jewels from a middle-aged man, 
while a youth delivers to her a letter. Behind her is a 
negress, with her finger on her lips, enjoining silence. 
This pifture is painted under a strong efFeft of light 
and shade. In the former the flesh tones are natural 
and well rendered, but they fail in shadow and half- 
tone. The drawing is good. 




Signorelli. 

■■ he Adoration of (he Magi, by Luca Signorelli, 1 44 1 - S. S. M. 
* ^13- Florentine School, 

The Virgin sits, holding the Infant Jesus on her 
"tnees. Ore of the Magi kneels before Him bearing a 
^::}ialice. On the right is St. Joseph. In the middle 
<:3istance are several figures on horseback. In the hack- 
ground is 2 town surrounded by a rocky landscape. 

Except for the name of the painter to whom it is 
attributed, this is a work of no great interest. It is a 
large and crowded composition, very dark in colour, and 
apparently still further obscured by age. The figures 
(all fair-haired) are of life-size, and vary considerably in 
merit. The kneeling king, whose features strongly re- 
semble the traditional portraiture of Christ, i? somewhat 
constrained in pose. The others are more naturalistic in 
treatment. The flesh tones in the present condition of 
the picSture present a leathery appearance. Shadows are 
freely used and high lights subdued. 

'^ Fragment 0/ a Composit ion, hy Luca Signorelli, 1441- S.S,M, 
1523. Florentine School. 

This is a life-size group of two half-length figures, 
with the heads of five others seen beyond. It is a 
broadly painted work, very rich in colour, with warm 
flesh tints and forcible shadows. The heads are all in- 
clined at different angles to the plane of sight, with 
^^^atures powerfully modelled, but deficient in expression. ^^ 
^^Bbne wears an oriental turban. The draperies are large ^H 
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234 Slingelandt — Solaria. 

in fold, and include among their colours crimson, orange-^ 
green, ultramarlnf, violet grey, and white. The back- "^ 
ground is opaquely dark. 

Simone Memmi. (See Martini.) 

486 A DulchFaniiiy. Pieter van Slingelandt, 1640-1691. 
Dutch School. 

In a large room a lady dressed in satin and a scarlet 
velvet jacket, trimmed with ermine, is seated at a table 
with a little dog at her feet. On the left is a little girl 
holding a bird's nest, and near her a man, resting his 
hand on the table, receives a letter from a negro servant. 
On the right is a youth with a hat and cane. This is a 
highly-finished pifture, more remarkable for the minute 
rendering of texture in the draperies, fur, &c,, than for 
any interest in the figures themselves, which arestiiFand 
artificial in pose. The background is very dark, and, as 
there is no sunlight seen through the window, it would 
be difficult to explain how the figures arc illumined. 

394 The Virgin and Child. Andrea Solaxio, 1458 ?-i530. 
Lombard School. 

The Virgin, turning to the left, nurses her Infant Son, 
who lies on a green cushion, from which the .piiflure de- 
rives its familiar name. The figures are half life-size, 
and both heads are foreshortened ; the hands delicate, 
and well modelled. The design of the fflitire group is free 
and untrammelled by tradition (note the playful aflion 
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tlie Child, and the thoroughly naturalistic treatment 

°5 the landscape background). The colours used are 

*'^^icl, but excellent in quality and association, the white 

*~^- Viery of the Virgin's headdress, relieved by silver grey 

"^^-^-^iows, forming an admirable foil to the greenish blue 




La Vierge au CouBEin, by Solario. 
ind warm crimson of the drapery below. This pifture, 
which is signed, belonged to the collei5tion of Louis XV, 
It is painted on panel. 

.395 Porlrail of Charles d'AmboisCi by Andrea Solario, G.G. 
1458 ?-i530. Lombard School. 
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Solario. 



Half-length figure, turned to the left. He wears a red 
dress and brown doublet edged with fur. His black cap 
is decorated with a medal. On his neck is the collar of 
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, by Andrea Solai 



St. Michael. Landscape background. It is curious to 
compare the smooth finish of this pifture with No. 450, 
which hangs near it, and to note how much less labour 
Titian must have bestowed on his work than Solario, 



Solark 
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''^J^o has here detailed the corrugations of every rib on 
^3-ch cockleshell of the St. Michael collar. The features 
^*~e modelled with equal c^re, but the flesh tints are 
'-■*~»duly hot, and the cold grey of the distant landscape 
*~*'"ily serves to make tliis fault more apparent. 

-^ lie Crjtcifixion, by Andrea Solario, 1458-1530? S.S.M. 
-*-- — omhard School. 

Horsemen and soldiers arc grouped round the cross. 
^^11 the left is the Virgin Mary fainting; on the right 
^re guards playing with dice. The costumes nnd acces- 
sories of this piifturc sre treated with a refintment and 
attention to detail which rival the minuteness of Dutch 
art. Note the painting of the helmet and cuirass of the 
soldier who stoops in the right-hand corner. The kneel- 
ing figure of St John is earnest and pathetic in conception, 
and the landscape, though rudely executed, is well 
arranged; but portions of the pidVure are hot and garish 
In colour, and the figure of Christ is notably unfortunate 
both ill drawing and flesh tones. The figures in the 
foreground, are studied with greater care, and a keen 
sense of symmetry in composition. 

The piifture is signed " andreas . mediolanensis, 
FA. 150J." 



7 The Head of St. John the Baptist, by Andrea G.G. 
Solario, H58?-l5JO. Lombard School. 

A cunous and unpleasant subjeifl, the treatment of 
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Sorgh — Spagnoletto. 



which is rendered ir.ore painful by its ghastly realism. 
The picture bears the painter's signature, and it is 
melancholy to find technical skill of so high an order 
devoted to a work which would rival the worst horrors 
of the Paris Salon. It once belonged to the Pourtales 
Colleiftion, and was acquired by M. Eugene I^comte, 
who pre3ented it to the Louvre. 

Sorgh. (Stc Zorgh.) 

404 The Virgin and Clnld. B}' Lo Spagna (Giovanni di 
Pietro). i6th century. Unibri;in School. 

The Virgin, whose figure is seen at half-length, stands 
with the Infant Christ, undraped, in her arms. Land- 
scape bickground. 

This pitSure, once asciibcd to Pinturicchio, was 
brought by Napoleon I. from the Convent of the Asscr- 
vanti at Lodi. Lo Sjiagiia was one of the most dis- 
tinguished scholars of Pcrugino, the influence of whose 
style will be recognized in the present work. A replica 
(or copy) of the pitfture, surmounted by a lunette-shaped 
panel, on which a Pieta is represented, formed part of 
the Campana CoUeiftion, and is also in the ] 
of the Louvre, 



Spagnoletto. (See Bibera.) 

122 The Family Meal, by Jan Steen, 1636-16 

School. 



Dutch L 
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Steen. 
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Men, women, and children seated round a table. In 
the foreground a young man (supposed to be a portrait 
of the painter himself) holds out his glass to be tilled by 
ia, female companioit, who is dressed in a red jacket and 




brown skirt. Another man is offering ill-timed caresses 
to a woman who is nursing lier child. In the back- 
ground are a man playing on the bagpipes, and a boy 
feeding a parrot 



Steen— Subleyras. 
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Jan Steeti has his admirers, and there is no doubt a | 
certain quality of technique about some of his works , 
which may be accepted in compensation for the degraded i 
taste which their siibjetfts indicate. But no such redeem- | 
ing merit can be deteifted here. This pidturc is coarse, ■ 
vulgar, ugly, and ill-designed. There is not a single 
figure in this group of half-tipsy rustics, which might 
not be removed without interfering with the compo- 
sition. The drawing of some of the heads is wretched, I 
and even the vine leaves thrown across a jar in the right- j 
hand corner are incorreit in form. 



500 A Flemish Fete, in an Inn. Jan Steen, 1636-1689. 1 
Dutch School, 

A disgusting scene of low and drunken revelry, with 
scarcely a notable quahty of technical skill to recom- 
mend it. In tone of colour and style of execution the 
painting is of that kind which is easily imitated by the 
modern oleograph. 



504 The Magdalen at the feet of Christ in the house of S 
Simon the Pharisee, by Pierre Subleyras, 1699- 1749. 
French School, 

A long horizontal piflure, hung high on the walls, 
but infinitely the best of the large works in this room ' 
(the Pavilion Daru). The attitude of the principal 
figure appears at first sight deficient in dignity, but it . 
must be remembered that the gucs:s are lying not sitting 
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at table, a posture which no doubt is stridly in accor- 
dance with ancient usage, though not recognized by- 
early painters in representing this scene. The composi- 
tion of the pifture is original and excellent in design, the 
drawing is masterly, and the colours harmonious. It 
maybe added that the efFed of light isjudiciously arranged 
without exaggeration of chiaroscuro. 

506 The Martyrdom of St, Hippolytus. Pierre Subleyras, S. F. 
1 699- 1749. French School. 



507 The Martyrdom of St. Peter ^ 

508 The Mass of St. Basil y 



by Pierre Subleyras, S.F. 

1 699- 1 749. French 

School. 

Two arched piAures of moderate size, painted in evi- 
dent imitation of Van Dyclc or Rubens. They are both 
distinguished for excellence in colour, and in this, as well 
as in some other respefts, they are widely removed from 
the usual charafteristics of French contemporary art. 

509 The Emperor Theodosius receiving the Blessing of St. S. V. 
Ambrose. Pierre Subleyras, 1699- 1749. French 
School. 

A comparison of this pidure with 506 will show the 
wide range of the painter's taste, or perhaps it would be 
more correft to say, how widely ecledic it must have 
been. 506 belongs in conception and technique to the 
French school of his tinie ; 509, on the contrary, bears 

R 
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24.2 L^e Sueur, 

all the appearance of work which has resulted from the 
study of older art — probably from the Venetian masters. 

The Angelic Salutation. Eustache le Sueur, 1617- S^ 
1655. French School. ' 

This is an example of the painter at his worjt. The 1 
scheme of colour is simply dreadful, and the effeft of 
light utterly unreal. The figures are about eighteen 
inches high. 

Christ bearing His Cross. Eustache le Sueur, S 
1617-1655. French School. 

Simon the Cyreninn comes to the aid of our Lord, 
who sinks beneath the weight of His burden. To the 
right kneels St. Veronica with the napkin. 

There is a certain vein of religious sentiment in 
■Le Sueur's work, which is aJso distinguished by subdued ' 
colour and refinement of expression. This is a good 
example of his brush, but in 515 {^Tobias giving in- 
structions to his Son), where the figures are larger, the ■ 
treatment is less successful. 



521 Saint Paul preaching at Epliesus. Eustache le Sueur, S 
16 17-1655. French School. 

In the centre of the pid:ure St. Paul, standing on the 
steps of the portico and poipting towards heaven with 
his right hand, exhorts the inhabitants of Ephesus who 
stand around. In the foreground are several figures 



Hueur, 24^ 

"Nvhose adrion illustrates the words of the New Testament: 

" Many of ihem also whicil used curious aus brought their books 
together, and burned them before all men." 




St. Paul preachi 



A pile is already heaped up for conflagration, and a 
slave on his knees is blowing at the flame. In the back- 
ground is a temple, the portico of which contains a 
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P 244 Teniers, 

statue of Diana Venatrix. This pii5ture is chiefly notice- 
able on account of its enormous size, some of the figures 
in the foreground being larger than life. The design, as 
one might expedt from the date, is grandiose and dra- 
matic. The best figure is the one descending the steps near 
St. Paul. The scheme of colour throughout is execrable. 

143 La7i(iscape, by David Teniers (after Titian), 1610- . 
1694. Flemish School. 

In the foreground is a shepherd playing the flute, with 
a dog by his side ; on the left a cow and sheep. 

A clever little study, consisting of variations in brown, 
with a little blue for the sky and distance: — not to be 
judged by nature's key in regard to colour. Indeed, it 
is almost a monochrome painting. 

511 St. Peier denying- Christ, by David Teniers, 1610- (j 
1694, Flemish School. 

This piiflure is an instance of the extraordinary sang- 
froid, — one might almost say irreverence, — with which 
Teniers could paint a Dutch tavern scene in illustration 
of a biblical subjedl. One of the figures accosting St. 
Peter is smoking a short clay pipe, and all the other men 
sitting at a table playing cards, &c., are dressed in the 
costume of the seventeenth century. 1 

512 The Prodigal Son, by David Teniers, 1610-1694. 1 
Flemish School, 



I enters. 



On the left, the Prodigal Son is seated ! 
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at a table 

before an inn between two female companions, from one 
of whom an old woman is asking alms. A serving boy 
pours out a glass of wine. Another domestic is bring- 
ing a dish, while a third scores up the reckoning on a 
tally. Behind the table are two musicians. 

This picture both in style and execution is very 
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denying Christ, by David Tcniers. 



charaifteristic of the master. Without the catalogue, 
who would for a moment suppose what this scene from 
Dutch tavern life in the seventeenth century was in- 
tended to represent ? The landscape seen to the left of 
the group is very tender and poetical in efFeft, but quite 
out of keeping both in sentiment and pictorial relation 
with the figures. The red-nosed yawning fiddler is a 
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charadieristic instance of the ugliness and vulgarity which 
became identified with this phase of art. 1 he most in- 
teresting incident in the whole pidiure, and perhaps the 
truest to nature, is the little puppy staring at a sword in 
the foreground. 

514 The Temptation of St. Arithony, by David Teniers, G.G. 
16 10-1694. Flemish School. 

The saint, whose face is seen in profile, kneels with 
clasped hands in a cave before a book which rests on a 
human skull. A demon, who wears a carrot in his har, 
is clawing at the saint's hood and offering him a glass of 
wine. On the left is a monster with a ghastly head and 
an owl perche.i on its back. Beyond, an old beldame with 
horns is reading a paper v/hich she holds in her hand. 
The whole scene is very ugly and coarse in incident, nor 
is there any quality of design or technical execution 
in the pifture to redeem it from the commonplace. 

515 The Village FStc^ by David Teniers, 16 10- 1694. G.G. 
Flemish School, 

A large and chara(51-eristic example of the painter. 
Boors are feasting and merry-making, while some people 
of quality look on. The effecfl of light is well managed, 
and the landscape to the left of the scene is excellent. 

516 The River-side Tavern y by David Teniers, 1610- G.G. 
1694. Flemish School. 
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A large and not very interesting picture, with a 
"thatched cottage on the left hand which looks like a 
«ut scene on the stage. Before this cottage a group of 
"boors are drinking, and the landlady comes out with a 
-dish. On the right is a river in which fishermen are 
wading. In the distance are seen a hill, with trees, a 
castle, and a shepherd tending his flock. Overhead the 




by D. Tenicr! 



sun, from behind a cloud, pours out its rays. Just as 
the cottage resembles a cut scene, so the pots and pans 
in the centre of the foreground may be compared to 
theatrical properties, somewhat obtrusively introduced. 

3 Interior of a Tavern, by David Teniers, 1610-1694. 
Flemish School, 
In the foreground, on the left, are two boors playing 
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at cards; between them are seated a male and female 
peasant, the latter holding a pot of beer. Behind her 
stands a man, looking on at the game. Other figures in 
the- distance. This pifture is one of the countless pot- 
house scenes which the painter delighted to represent. 
We have seen that rustic roysterer sitting on a tub, with 
his red cap and feather, many times before, and the 
landlord, chalking up a score on the tally, is also an old 
acquaintance. This work reaches a fair average of 
merit, but calls for no special comment. 

520 Heron and Falcons ^ by David Tenien, 1610-1694. G 

Flemish School. 

In the centre of the pifture, before a clump of trees, 
a heron attacks a falcon, which defends itself with its 
claws. Another falcon, perched on the back of the 
heron, plucks out its feathers. On the right a falconer 
runs to the rescue of his birds. In the distance, partly 
concealed by rising ground, is a figure on horseback, 
supposed to be the Archduke Leopold. This is a 
curious and unusual subjeft for the artist's brush. The 
birds are painted with not more than ordinary skill, and 
under an efftfd: of light which bears no relation to the 
landscape, which is steeped in evening dusk. 

522 The Kni/c' Grinder i by David Teniers, 16 10-1694. G 
Flemish School. 

This little pifture has been made familiar to the 
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public by engravings, but beyond the faift that the 
itinerant is a Dutchman, wearing a broad- brimmed hat 
and feather, it contains no element of the piiiluresque. 
It is scarcely true to nature, tor a knife-grinder busy 
over his work does not stare about him. The effeft of 
light aimed at is apparently that of sunset, but, speaking 







Hunting, by D. Tenie 



generally, the colour of the picture in its present state 
resembles that of an old-fashioned print, 

\^^ The Reading Lesson, by Gerard Terburg, 1608-1681. 
Dutch School. 

A very plain woman in a maroon-coloured dress, 
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trimmed with ftir, sks holding a book before a 
whose fair hair falls over and almost conceals 
features. 




The Knife-Grinder 



This is one of the best examples of Terburg in 
Louvre. It is simple and unafFeded in composi 
and excellent in colour, but the background is absu 
dark. 
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Soldier offering Money to a Young Woman, by S.C. 
Gerard Terburg, 1608-1681. Dutch School. 

A group of two figures seated at a table covered with 




a red velvet cloth on which silver dishes and fruit are 
placed. Neither of the heads can be described as inte- 
resting. The warrior is a stout burly-looking man who 
but for his cuirass and military boots might be a farmer. 
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Terburg. 

1 the right is i 

"*^ would be difficult to find, even in a Dutch pidure. 



'^'~ *^^»i a guitar. On the right is a young page bearing 







three plainer people than in this group, yet Terburg, by- 
deft use of colour, truthful chiaroscuro, and delicacy of 
finish, has invested this little scene with great interest. 
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T'in toret — T^is. 



The whi.'re satin dress and tablecloth of rich thick pile 
are piiited with consumm;ite skill. 
The fi Jure3 are about ten inciies high. 




The Concert, by Teib.irg. 

Tintoret. (See Robusti.) 

414 The Holy Family, by Benveniito Tisi (Garofalo), G.6 
I 481-1559. Ferrarese School. 

The Virgin with the Infant Jesus, St. Joseph and 
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Sr. Elizabeth, and the child St. John, are grouped to- 
gether in the foreground. Through a window in the 
rear are seen a village and a mountainous landscape, 
studied with a keen appreciation of natural efFeft 
especially in the treatment of cloud forms. The figures, 
about half life-size, are ably ^iesigned but of minor 
interest, and p,nnted with less regard for chiaroscuro 
than the landscape. Note the inaccurate lighting of the 
Virgin's hand held up against the open window. This 
piflurc is said to have once belonged to Cimrles I. 



A16 The Madonna ajtd Child, by Benvenuto Tisi (Garo G G 
falo), 1481-1559. Ferrarese School. 

In front of a ruined building the Virgin kneels in 
adoration before the Infant Christ, over whose head an 
angel holds a crown of thorns. In the sky above other 
angels bear emblems of the Passion. This piifture 
derives its chief interest from the landscape backgroundj 
which includes the distant view of a village with moun- 
tains beyond. The introdiii5tion of rusric buildings in 
this and the preceding pidure for the mere sake of 
picturesque effeft is somewhat remarkable, and gives an 
air of natural truth to the scene which is unusual in works 
of this date. There is a replica of this pifture in the 
Dresden Gallery. 

Titian. (See Vecelli.) 
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577 Portrait of Marie Leczinska^ Queen of France, by S.F 
Louis Tocqud, 1696-1772. 

A full-length life-size presentment of a brocaded satin 
gown, above the bodice of which are the head and bust 
of a queen who points to her jewelled crown with evident 
satisfadion. This pifture was enlarged some years ago, 
for what purpose it is difficult to say, unless for the 

t purpose of matching a pendant in size. The asphaltum 
(or whatever medium may have been used at that time) 
is much cracked on the surface. 

580 Dibutade drawing the Portrait of her Lover by S. F, 
Lamplight. Robert ToumiereB, 1668-1752. French 
School. 

She holds a lighted torch in one hand, and with the 
other traces the outline of a shadow cast by the figure of 
a young man on her left. This is a powerfully painted 
little work, recalling som^'thing of the manner of 
Ribera. 

250 The Deluge^ byGirodetde Roucy Trioaon, 1767-1824. S.S. 
French School. 

A man carrying his father on his shoulders, and hold- 
ing by the right arm his wife, who holds one infant to 
her breast, and another child by the hair of its head, 
seizes the branch of a tree in a hopeless endeavour to 
gain the summit of a rork. The branch is breaking, 
and the whole group are on the point of falling into an 
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abyss below. On the left is the figure of a drowning 
girl. 

Judged by a standard of probability this scene thus 
depiiftcd becomes preposterous. As an artistic composi- 
tion it is equally at fault, the two arms of the man and 
woman making one long and ugly diagonal line, which 
stretches over half the length of this huge pidure. 

The Sleep of Endymiou,h'^ Girodet de Roucy Trioson, S,S.C 

1767-1824. French School. 

Absurd as some of David's designs are, and however 
much Gericault's pitSorial extravagance may be con- 
demfted by modern critics, it is certain rhac neither of 
them ever reached the depth of artistic degradation 
realized in this piflure by Trioson, which, on the whole, 
may be pronounced the worst example of French art in 
the room, 

In a vain attempt to paint the mooji's rays, shining 
under al! but impossible conditions, he has sacrificed 
everything in the way of colour, and filled his canvas with 
a huge and fleshy figure of Endymion, in whichall manly 
grace is obliterated by chalky flesh tones, and whose long 
black ringlets decorate a face which looks as if it had 
been rouged. The efl^eft of chiaroscuro produced reminds 
one more of limelight than the moon, and under this 
effeft the foliage in the background of the pidlure — by 
far the best portion of the work — becomes artificial and 
unpleasant. 
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252 Aiala at the Tomb, by GiroiJet de Roucy Trioson, S.S.C 
1767-1824. French School. 

At the entrance to a cave, Chaftas and Aubry ate 
about to bury in a grave which thty have dug, the body 
of Atala. On the left Chatftas, seated on a stone with 

I his feet in the grave, receives the corpse, whose head is 
supported by the hermit. This is a tender and romantic 
subjed:, treated after a prosaic and eminently mechanical 
fashion. It would really almost seem that in modern 
work perfection of academical skill in drawing and 
shading is incomparable with the higher qualities of art. 
Here all issmooth finish and unreality, sham sentiment, 
and false colour. The figures are larger than life, a Taiit 
which in itself renders the style of treatment all the 
more objeftionable. 

858 The Toilet of Esther, by Jean Francois de Troy, 1679- S,F. 
1752. French School. 

This pidure is chiefly remarkable for the large amount 
of wall space which it occupies in the centre of this long 
gallery. It is difficult to say why so conspicuous a place 
was assigned to it. Its artistic merits are small. 

851 The First Chapter of the Order of the Holy Ghost, S. F, 
held by Henri IV. in the Church of the Convent des 
Grands- Augustins, in Paris, 1595, by Jean Francois de 
Troy, 1679-1752. French School. 
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859 The Stooonmg of Esthtr. Jean Francois de Troy, S.F. 

1679-1752. PYench School, 

These are two large and ambitiDiis works executed by 
the same painter, but diiFering widely from each other 
ill taste and style of execution. 581 is rich in chromatic 
quality, and looks like an imitation of Venetian art in the 
sixteenth century. 859 is very inferior in colour. The 
draperies of the central figures are ill-harmonized, and in 
the right-hand group we find scarlet and blue in juxta- 
position. 

TTcoello. (See Dono.) 

155 Portrait of an Old Woman. Unknown, Flemish L.C. 
^HL School (17th century). 

^^H Half-length, dressed in black, with a yellow muslin 

^^ veil. This is a vigorously painted pifl-ure, su<;gesting 

somethmg of Rembrandt's manner, but more refined in 

some rcspefts, The features are dexterously modelled 

with warm shadows; the eyes soft and expressive. 

I 496 Madonna and Child, with four Saints. Unknown. S.S.M, 
Florentine School (iftb century ?). 

The Virgin is seated on a throne holding the Intant 
Jesus. On the left are St. John the Baptist and St. 
Augustine ; on the right St. Francis of Asslsi. This is 
an interesting, but unfortunately a much damaged pic- 
ture. The features of the central figures are singularly 
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Unknown, 



plain, but the head of St. John is finely designed. The 
draperies are especially good, both in drawing and colour. 
The figures are rather less than life-size, and the painting 
is executed on panel. 




1 



Portrait of a Young Man. hy Franciabigio (?). 

523 Portrait of a Young Man. Unknown, Italian (i6th S,C 
century). 

A half-length figure, nearly life-size, dressed in black, 
with dark hair, resting his left arm on a pedestal; land- 
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scape background. This pi(5ture, although by an un- 
known hniid, is a very interesting one, and wcli worth 
examination. It bears a close resemblance, in style of 
execution and sentiment, to the work of Franciabigio, 
and may be reasonably attributed to that painter. The 
long chestnut-coloured hair and deep-set melai^choiy eyes 
give pitfturesqueness and expression to features in which 
there is more of mental charaifter than physical beauty; 
but the attitude is manly and dignified. It is painted on 
panel which would seem to have been enlarged at a later 
date, if one may judge from the treatment of the foliage 
introduced on the extreme left of the piifture. 



593 £ece //omo, l TTnknown. Memish School G.G. 

594 T/ie Holy Virgin, S ( ' 5th century). 

These may be examined as interesdng specimens of 
their school and date. In each ca^e the painter has en- 
deavoured to convey an expression ot grief by intro- 
ducing a painful redness in the eyelids. The hands of 
the Madonna are raised in prayer; those of the Saviour 
are clasped in front. The gold background is quaintly 
hatched over with small black lines. 



S95 The Annuncialioji. Unknown. (1 5th century ) G.G. 

On the left, an angrl, in a white robe with a mantle of 

gold tissue, appears to the Virgin, who is kneeling at a ^r;V- 

dieu^ with a devotional book in her hand. At the further 

end of the room is a bed, at the head of which hangs a 
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gold medallion representing our Saviour enthroned, and 
in the adl of benediftion. 

In the centre of the room are a chair, a little cupboard 
of carved wood, with a brass basin and ewer. From the 
ceiling hangs a chandelier of wrought metal work. A 
window, of which the upjier part is filled with stained 
glass, reveals a distant landscape. On the ground near 
the angel is a vase with the emblematical lily. 

A piifture very similar to this, and possibly by the 
same hand, is in the Pinalcothek at Munich, The paint- 
ing of the angel's robe (which is richly diapered with an 
elaborate pattern, correctly drawn in perspective), and of 
the furniture and accessories, is highly finished ; but the 
figures, about eighteen inches high, are of a conventional 
type, and deficient in interest. It is a low-toned pii5ture, 
both as regards light and colour. The effeft aimed at 
is apparently that of sunset. 

607 Porlrait of a Young Man. Unknown. (i6th cen- G, 
tury ?) 

Half-length, rather less than life-size; clad in a brown 
doublet trimmed with black, and wearing a red cap. 
Landscape background, with a river in the distance. 

This portrait, formerly attributed to Garofalo, has 
since been variously attributed to Holbein and Quentin 
Matsys. It is hung too high for close examination, but, , 
if one may judge from the rich quality of the flesh tones 
and the colour of the landscape, the punting, i 
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ting, if not 
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-Italian, is evidently the work of an artist direiftly in- 
^**- Vienced by Italian taste. It is in many respedts 
^*- admirably executed, and deserves a better place on the 

^_ 

^^^ ~^he Deposition from the Cross. Unknown. French E. F. 
"^School (14th century). 

In the centre of the composition the Virgin kneels 
tefore the body of our Lord. Behind to the left are the 

t-Abbe Guillaiime and one of t^e holy women weeping. 
On the righr stand St. John and St. Joseph of Ariniathea, 
who holds the crown of thorns. In the foreground 
kneel Mary Magdalen, holding a vase, and another 
female saint, her hands clasped in prayer. Landscape 
background, in which the Abbey of St, Germain-des- 
Pres and a Calvary arc introduced. This is an interest- 
ing pifture, and deserves a better place. It seems in 
former days to have been ascribed successively to Van 
Eyck, and to Fabrino, a Venetian painter, and certainly 
|x>ssesEes some charafleristics both of early Flemish and 
Italian art. The figures are about two-thirds the size of 
'ife. Some of them are designed with grace, and a 
strong sense of devotional feeling. The draperies also 
are well cast and good in colour, though portions appear 
I to have suffered from repainting. 

Si Portraits of Jean Juvenel des Ursins. Unknown. E. F. 
French School (14th century). 



264 Unknown. 

This is a large horizontal pidure, unfortunately hung 
too high for close inspection. The figures, rather less 
than life-size, are ranged formally behind each other in 
a kneeling posture, as in family monuments of the 
Jacobean period. They are well preserved, and the 
costumes very interesting. The flesh tones are pale, 
and the features well modelled. There are no cast 
shadows even on the draperies, where the folds are ex- 
pressed by a deeper shade of the same colour. The 
background is of gold lacquer, resembling a leather 
screen, and extends behind all the figures. Above this 
are represented three bays of a Gothic arcade enriched 
with gilt ribs, under which traceried windows are seen. 

This pifture was formerly in the Church of Notre 
Dame in Paris. A detailed description of the persons 
represented will be found in the oflScial catalogue. 

652 Portrait of Guillatcme Jtivenel des Urstns^ Chan- E.R 
cellor of France under Charles VII. and Louis XI. 
Unknown. French School (15th century). 

Bust-length, life-size ; dressed in a robe trimmed with 
fur. His hands are joined in prayer before a table on 
which a book lies open. The wall behind is divided 
into piers and openings, the former being decorated 
with low relief gilt ornament in the cinque cento style. 
The features are carefully modelled, but the painting is 
dry and hard in execution, and the flesh tones very 
dark. 



Unknown. 265 

^^^■crtrait of Charles VII. 0/ France. Unknown. E.F. 
^ES"xench School (15th century). 

Bust-length, life-size. He wears a dress of red 
"^"^elvet trimmed with fur at the neck and wrists. His 
^=:3asped hands rest on a brocaded cushion. On the frame 
^*.ppears the following inscription : — 

LE TRES VICTORIEUX ROV DE FRANCE 
CHARLES SEPTIESME DE CE NOM. 

Tainted in much the same style as 652. Both are inte- 
Testing as specimens of early French art. 



'P 



Portrait of a Wojnan, Unknown. French School E.F. 
(15th century). 

Bust-length, about two-thirds life-size. The costume 
belongs to the period of Louis XII. She wears a robe 
of blue silk (the sleeves trimmed with fur) over another 
dress of red velvet. Hanging from a chain round her 
neck is an oval locket, enriched with a bas-relief repre- 
senting St. John the Baptist with an open book on his 
knee. In her left hand she holds a pennant, on which 
is the following inscription :— " qvoilqve non vede vo 
MY RECORDE." The hands are unnaturally small. The 
flesh tints are pale, and the shading slight. The back- 
ground is of gold, diapered with a pattern of blue and 
white pansies. The surface of the pidiure is much 
cracked, but it has apparently escaped restoration. 

Portrait of Guillaume, Baron de Montmorency , Cheva- E.F. 



i 



■^or. 



266 Unknown. 

Her dHonneur ofL ouise de Savoie^ Duchess of A ngou- 
lime, mother of Francis L Unknown. French School ? 
(16th century). 

Bust-length, about two-thirds life-size, dressed in a 
red doublet and a black over-garment, trimmed with 
fur. 

This is an interesting portrait. It is a little doubtful 
how far the abnormal hollowness of his cheeks, and the 
peculiar shape of the upper lip are the result of defec- 
tive workmanship, but there is so much charadler and 
individuality in the expression that we may give the 
painter the benefit of the doubt. The flesh tints are 
yellow and leathery, heightened, however, on the cheeks. 
The shadows soft, warm, and transparent, and high 
lights generally absent. The hair is rendered with a 
broader touch than might be expeded from the school 
and date, but the painting of the gold chain round the 
baron's neck is carefully detailed. Underneath is the 
following inscription in old French : — 

Le Baron de Montmorency X 
Nommc Guillaume x pres ainsy 
Qu'cst cy pourtraid L'an mil en date X 
Cinq ccntz vingt ct cinq pour bon acie x 
RcdifFya ce temple icy. x 

656 A Dance at tfu Court of Henri II L Unknown. E.F. 

French School (16th century). 

In the interior of a large hall dames and courtiers are 
dancing hand in hand. On the left, among other figures, 
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seen the king, near his mother, Catherine de Medicis. 
^M^iisicians in the background. 

The chief interest of this pidure lies in the illustra- 
tr ration which it presents of French court Hfe in the six- 
teenth century. Some of the heads are well drawn ; 
mothers among the group of dancers are curiously dis- 
Tiorted. The flesh tones are leathery and the shadows 
black. The figures in the foreground stand about two 
feet six inches high. 

735 and no are two more portraits of Francis I., both E.F. 
hideously ugly. Unknown. French School. 

The Martyrdo7n of St, Denis. Unknown. French E.F. 
School (14th century). 

In the centre is represented our Lord on the cross, 
while the Almighty appears above in the aft of benedic- 
tion. On the left, behind a prison grating, Christ ad- 
ministers the sacrament to a bishop. On the right, a 
saint is being decapitated with a ponderous axe. l^he 
execution of this work is very archaic and coarse in its 
details. The principal colour used is bright blue, the 
robes of the martyrs being powdered with a gold diaper. 
No shadows are introduced, but the modelling of the 
limbs and the expression of the features are remarkable, 
considering the early date of the painting. The back- 
ground is gold, overlaid with white rays emanating from 
the figure of the Almighty. 
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876 The Dead Christ. Unknown. French School (i4th-t: 
century), 

A circular composition, in which the figures ar^*-^ 
about one-third life-size. The Saviour's body is sup — 
ported by the Almighty, On the right are the Virgin 
and St. John. On the left the arms of Burgundy. The 
design of this group — in moiif — far surpasses its execu- 
tion. Considering the early date of the work, the 
modelling is far better than might be expeifted. The 
drawing, though archaic, is not clumsy \ the colours, 
though vivid, are not harsh ; and the heads are conceived 
with a strong feelihg of reverence. It is possible that 
the objeiftionable and rudely painted stream of gore 
which defaces the scene may have been introduced or at 
least exaggerated by a later hand. It is certain that 
portions of the work have been retouched. The 
draperies are inferior, 

878 Portj-ait of Philip the Good-, Duke of Burgundy. '. 
Unknown. French School (14th century). 

Bust-length, half life-size, dressed in a black doublet 
trimmed with fur, and wearing the Order of the Golden 
Fleece, His huge black cap is turned up at the brim 
like that of a Chinese mandarin. 

This is apparently a well-preserved work, but beyond 
its historical interest, and the quaint charafter of the cos- 
tume, it presents little to attraft. The features, though 
modelied with some care, are wooden and expressionless. 
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The flesh tints are very pale, and unrelieved by high 
lights even in the eyes. The background is of light 
sage green. 

I Portrait of Pierre de Bourbon, Sire de Beauj'eit, Due E. F. 
dAtivergne, soii-in-law of Louis XI, irnknown. 

French School (15th century), 

A half-length figure, about two-thirds life-size, in an 
attitude of devotion. Before him stands St, Peter. If 
this pifture has not been repainted in parts, the land- 
scape seen through a window at the back of the group 
is very remarkable, considering the date of the work, 
being, with the exception of the clouds, extremely real- 
istic. Pierre of Bourbon is a very ugly man, with lank 
fair hair. The figure of St. Peter is dignified and in- 
teresting. Both heads are finely drawn, and the draperies 
tastefully arranged, but portions of the painting suggest 
the probability of restoration. 



882 Po*'^''^^!^ °f Louise de Lorraine, Queen of France, E. F, 
wife of Henri II L Unknown. French School {i6th 
century), 

Bust-length, about two-thirds life-size. This portrait, 

despite the unnatural pallor which at present distinguishes 

the complexion, retains some elements of beauty. The 

high frilled collar standing up at the back of the neck, 

' which is encircled by a pearl necklace, is very picturesque. 




270 Unknown — Uysmans. 

All these heads are solidly painted in a good style of art ; 
the features, as a rule, carefully modelled, with no de- 
finite shadows except under the nose. The backgrounds 
are generally plain, the colour used being a gradated 
grey or green (there is no instance of red). The flesh 
tints have probably paled with age. 

• 

883 A kneelifig Abbess. Unknown. French School (i 6th E.F. 
century). 

A long upright picture of an abbess kneeling before 
a prie-dieu^ with a crozier in her arm. The figure, which 
is about half life-size, though painted in a dry and formal 
style, indicates a nearer approach to realism than many 
examples in the same room. It is low in tone, but the 
pale flesh tints are slightly heightened in colour on the 
cheeks. Gold is introduced in the head of the crozier 
and in the armorial bearings worked in the prie-dieu 
cloth. The hands are small and rudelv modelled. 

The diapered pattern on the curtain behind the figure 
has been apparently retouched. 

677 La7tdscapey by Cornelis TJysmans, 1 648- 1 727. Flemish G.G. 
School. 

On the right, broken ground resembling a landslip, 
three peasants, and a flock of sheep ; on the left, a water- 
course. A roughly-painted but effedlive little landscape, 
somewhat hke the works of David Cox in style. . 



Valentin, 
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"^ke yudgment of Solomon, by Valentin, 1600-1634. S. p". 
'^^^ Tench School. 

Solomon, seated on his throne with the body of the dead 
■- infant at his feet, directs a soldier who bears a dmwn 




The Jjdgmcnt of Soloi 



Sword towards the living child held by one of the 
"Women whose figures are seen at half-length. 

The treatment of chiaroscuro in this work appears to 
result from an imitation of Ribera. It shows inventive 
power and vigorous drawing combined with a certain 
feeling for quality of colour, but the shadows, especially 
in the background, are forced and inky. 
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426 The Maaofina a^id Child, by P'letro Vanucci (Peru- S.C: 
gino), 1446-1524. Umbrian School. 

The Virgin, holding the Infant Christ on her knees, 
sits ill the centre of a terrace, with St. Rosa on her left, 
and St. Catherine on her right. Behind are two angeis 




The Holy Family, by Pcrugino. 

in adoration. In the background is a landscape. Not- 
withstanding some evidence of restoration in certain de- 
tails, this is an excellent and charming example of the 
master. The figures are about half the size of life, 
charaderistically posed, and sharply defined in outline. 
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Che Virgin's robes are of the traditional colours, but not 
of the usual form, her neck being bare to the collarbone, 
"Where the dress is enriched by a brooch of artistic work- 
rxianship. Her hair, as well as that of the attendant 
angels, is fair, and worn over the ears in a knot on each 
side of the face. 

The dress of St, Catherine is very beautiful in design 
a.rLd in the arrangement of the gauze scarf round her 
shoulders. 

The same conventional type of features may be recog- 
nized in all the heads; — high foreheads, delicate smiling 
lips, arched eyebrows, and drooping eyelids. The hands 
are small, with tapering fingers exquisitely modelled, 
though somewhat affeded in a^ftion. The draperies are 
crisp in fold, and carefully arranged both as to form 
and colour, the crimsons being delicately gradated and 
balanced by cold blue, lavender, and sage green. High 
lights are freely used, but always with a softened edge. 
The whole work is admirable in composition, full of 
saintly grace, and painted with a keen sense of physical 
beauty. It is executed" on panel (circular), and once 
formed part of the Colleftion Lapeyriere. 

■7 The Holy Family, by Pietro Vanucci (Perugino), S.S, M. 
1446-1524.. Umbrian School. 

The Virgin, seated between St. Catherine of Alex- 
andria and St. Joseph, holds the Infant Christ in her 
arms. A very beautiful and charafteristlc example of 
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the master. Tiie figures are rather less than life-s?" ' 
and seen to half-length. Sr. Joseph stands with dov^^'^^ 
cast eyes in a reverential attitude. The Virgin is 
model of feminine dignity and giace. Her teaturie^ 




bear a strong resemblance to those of St. Cathennei 
and would seem to have been painted from the same 
model. Both have drooping eyelids, with tenderly 
pencilled arched eyebrows, and daintily curved lips. 



Vanucci. 

Xhe hair is carefully detailed, and a dark background 
^fcures perfed definition of form with tlie least possible 
amount of cast shadow. The flesh tints have probably 
■paled with time, but, no doubt, were always delicate, 
though some of the stippled portions must be regarded 
"with suspicion, Except in one instance (on the features 
of St. Joseph), all the high lights are gradated. The 
draperies are arranged with simplicity and breadth. 
Where gold embroidery is introduced, as in the dress of 
St. Catherine, the threads are rendered with great fidelity, 
A sense of exquisite refinement pervades the whole com- 
position, from the gracefully inclined heads, each en- 
shrined in its airy nimbus of powdered gold, to the 
daintily modelled hands. In drawing, colour, and tech- 
nical execution, as well as in the more subtle qualities of 
artistic taste, this charming work seems to realize the 
highest excellence of its class. 

A repHca exists in the Belvedere Gallery at Vienna. 



!9 A Combat behveen Love and Chastity, by Pietro S.S. M. 
Vanueci (Perugino), 1446-1524, Umbrian School. 

In the centre of the foreground several female figures 
symbolizing Chastity and Pleasure encounter each other 
armed with bows and torches. On the left hand Love 
is captured by Wisdom in the person of Minerva. On 
the right are satyrs. In the back are represented various 
mythological fables, the stories of Europa, of Daphne, and 
others. This is a quaint and curious work, indicating the 
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efteifl: of the Renaissance on Periigino's style and choice of 
subjedt in a departure from sacred themes. The principal 
figures are about eighteen inches high, lively and varied 
in aftion, and graceful in motive of design, if notalways 
in aftual drawing. They are thinly painted and sketchy 
in parts, the green under painting revealing itself here 
and there below warm flesh tones. The trees and land- 
scape generally are of a conventional order. Portions of 
the pidlure, which is executed in distemper, seem to have 
suffered from modern restoration. It was successively 
in the possession of Isabella d'Este, Duchess of Mantua, 
and of Cardinal Richelieu. 

439 Tke Madonna aiid Child adored by Saints. T. Vecelli G.G| 

(Titian), 1477-1576. Venetian School. 

The Infant Jesus lies on the knees of the Virgin, who 
is seated on the left. On the right are St. Etienne, St. 
Ambrose, and St. Maurice, Landscape background. 

A warm-toned pifture, very rich and harmonious in 
colour. The reds (of which there are three or four dis- 
tinft shades) predominate. The figures are life-size, and 
seen at half-length. The Virgin's features are very 
beautiful, and her robes admirably disposed, both as re- 
gards form and effeft of light, in broad masses of drapery, 
with telling shadows. One of the saints is dressed in 
scarlet, and wears a cap of the same colour. He has a 
long fair beard, and bears an open volume in his hands. 
The pose of the figure is remarkable for its dignity. On 
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'fche whole, this pifture may be described as one of the 
^nest examples of Titian in the Louvre. There is a replica 
of it in the gallery at Vienna. 




"Za Viei-ge au lapitt," by T. Vecelli (Titian), 1477 
1576. Venetian School. 

The Virgin, seated on the ground, surrounded by a 
landscape, holds a white rabbit with her left hand. St. 
Catherine stoops towards her, holding the Infant Jesus, 
In the middle distance is a shepherd with his flock. 
Signed "ticianvs . f." 

A very charmmg pidure, brilliant, but yet mellow in 
colour; the crimson of the Virgin's dress cleverly gra- 
dated, and prevented from crude contrast with the blue 
mantle by the introdudtion of the white rabbit, which 
brings all together. The heads, both of the Madonna 
and St. Catherine, are very beautiful ; and the aiftion of 
the Child, whose attention is arrested by the rabbit, is 
very natural and lifelike. The vitality of the flesh tones 
throughout is remarkable, and the landscape as usual is 
admirably painted. 



G.G. 
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I //b/y ivrwi//)', byTiziano Vecelli (Titian), 1477-1576. G.G. 
Venetian School. 

The Virgin is seated on the right, before a buildir 
decorated with columns. On her knees is the Infant 
Chris^ to whom St. Agnes presents a palm. On the 
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left is the child St. John with a lamb. Landscape bai 
ground. j 

This is a thinly painted piiftiire, very rich and loveTjC. 
in colour, with natural and iuminous flesh tones ouT-^^ 
lined in warm brown. There is nothing spiritual or 
even interesting in the Virgin's features, and St. Agnes j 
is simply a pretty girl, but the distant landscape, though 
a mere sketch, Is very charming. The arrangement of 
the three heads in a diagonal line across the canvas 
cleverly diverts the eyes from the square proportions of 
the piiSlure. The excellence of its colour is best appre- 
ciated at a little distance, 

443 T/ie Disciples at Enimaits, by T. Vecelli (Titian), 1 
^477"'57^- Venetian School, 

Our Lord, seated at a table, blesses the bread. On 
the left are a disciple, a servant, and a youth, bearing a 
dish. On the right is the other disciple, with clasped 
hands. Landscape background. Signed " tician." This 
is a gloomy and coarsely painted piflure, exhibiting Httle 
or nothing of the painter's best charaderistics. The 
features of the principal figure are devoid of expression, 
and the shading of all the heads is unexplained by the 
surrounding conditions of light. Excepting the attitude 
of the disciple on the right, there is no trace of devotional 
feeling in the work. Even thepallium thrown over the 
shoulders of one of the figures looks like a drover's 
plaid. 
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^rist crowned with Thorns, by Tiziaiio Vecelli G.G. 



I 
I 




Itian), 1477-1576, Venetian School. 

Our Lord, holding the reed, is seated before the door 
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of the pnetorium, over which is a bust of Tiberius. 
Three soldiers and two executioners are fixing the 
crown of thorns on His head. This is a painful pidlure, 
in which the z&i\on of the figures is needlessly violent, 
and the chiaroscuro, though effeftive, equally exagge- 
rated. The green grey background affords a good foil 
for flesh tints, and the master's hand may be recognized 
in the admirable modelling of naked limbs. But it is to 
be regretted that such power and skill should have been 
bestowed on such a repulsive suhjeft. 

The pidure is signed " titi a n us f." There is a sketch 
for the same design at Munich. 

446 The Entombment of Christ, by Tiziano Vecelli S.C, 

(Titian), 1477- 1576. Venetian School. 

The body of ou** Lord, wrapped in a shroud, is borne 
by St. Joseph of Arimathea, Nicodemus, and St. John. 
On the left the Magdalen supports the Virgin Mary. 
A magnificent example of the master. To appreciate 
the extraordinary dexterity of this work, it should be 
seen first at a distance, and then near. It is broadly 
painted, but every touch tells. The grouping of the 
three nearly life-size figures is admirably arranged so as 
to combine a symmetrical composition with varied acftion. 
A large proportion of the pidlure, including the head 
and shoulders of the dead Christ, is thrown into trans- 
parent shadow which subdues without concealing the 
rich and mellow tones beneath. In attitude and ex- 
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'^"^ssion the figures indicate all the refinement and ten- 
^^arness of treatment which the siibjed deserves. Perhaps 
V^e least successful head is that ot the Virgin, whose 
^Tief is of a sonewhat conventional type. The charm- 
>»ig peep of landscape, with dark trees relieved against 
'^%. twilight sky, is a valuable element in a scheme of 




colour which would bepcrfeft but for the urdue bright- 
ness of some blue drapery, for which in its present state 
it would be hardly fair to hold Titian responsible. 

This pifture, which is painted on cnnvas, belonged to 
the coUeflion of Louis XIV". 



u^ter and Aniiqpc (known as theVenus del Pardo^., G,G. 



^yupiter at. 
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by Tiziano Yecdll (Titian), i4.r--i:576. Venetian 
School. 

Anriopt^ a nearly ande and Ilte-szc figoic. lies sleep- 
ing at the foot of a tree. Jupiter raises the draperv 
which covers her. On die left a young hunter holds 




The Venus del Pardo, by Titian. 

two dogs in leash. A satyr, with a female figure, and an 
amorino in mid air, complete the composition. 

This is one of the finest works by Titian in the Louvre, 
uniting perfeift skill in the treatment of the human form 
with an exquisite sense of beauty in landscape, despite 
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tVie unconventional position of the tree which divides the 

^cene into two halves. The sleeping nymph is very 

lovely, both in modelling and colour, and the other 

figures are distinguished by their lifelike aftion. The 

criassic myth whicii forms the subjeft of the piflure is 

one to which Titian's style of art is far more appropriate 

than to the sacred themes which he often selected for 

illustration. 

It was probably palr.ted for Philip II. of Spain, and 
subsei^uently passed into the coUeiSion of Mazarin. 

»0 Portrait of Francis /., by T. Vecelli (Titian), 1477- G.G. 
1576. Venetian School. 

The kiny:, whose figure is seen at half-length with the 
head in profilf, wears a pale crimson dress slashed with 
white, and a black cap trimmed with feathers. His right 
hand rests on the hilt of his sword. He wears on his 
neck a medai representing St. Margaret. The costume 
is pifturesque, and the figure manly and dignified in 
spite of the almost grotesque ugliness and cunning 
expression of the features. 

Many replicas of this work exist. 

,1 An Allegory, by T. Vecelli (Titian), 1477-1576. G.G. 
Venetian School. 

A man in armour, but bare-headed (Alphonse 
d'Avalos ?), IS caressing a young and fair-haired woman, 
seated, and holding a globe on her lap. On the ri^ht 
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are a young girl crowned with myrtle, and Cupid bear- 
ing a bundle of arrowsj charming in colourj and in its 
realization of feminine beauty. In the whole range ot 
Titian's figure- pieces there is, perhaps, nothing more 




r<.rrait of Francis I., by Titian 



exquisite than the painting of the right arm and shoulder 
of the seated figure. In form, harmony of flesh tones, 
and technical skill of execution, one can scarcely imagine 
anything finer. The proportions of the piiiture arc 



square; but the painter lias cleverly couiiteradcd this by 
the pyramidal lines of his gioiip, whicli culminate in the 
knight's head. 

1,52 Alphome de Ferr-ara and Laura de Diantt. Tiziano S.C. 



Vecelli. 
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An Allcgorj', bj- Ti 



Vecelli (Titian), 1477-1576. Venetian School 

A lifc-sIzc group of two figures seen at half-iength. 

Ka decalietet. holding a tress of her fair liair in one 
and a flask in the other, looks at her refleftion 



I 
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(now hardly discernible) in a mirror, which is held by 
Alphonse standing on her left. This is a well-knowTi 
and very fine example of Titian, The flesh tints are 
wonderfully luminous and lifelike, solidly painted with 
soft and transparent shadows. The features and ex- 
pression of the female figure are very lovely, and her 
beauty is enhanced by the piquant contrast of fair hair 
and dark eyes. Her dress is of sage green, separated 
from ad:ual contaft with the bosom by a white cambric 
camicetla, while a bit of blue drapery thrown over the 
left arm completes, with the white sleeves, a most exqui- 
site harmony of colour. The modelling of the arm and 
shoulders is absolutely perfetft. The sweet expression of 
the mouth is slightly marred by a blotch of varnish or 
some other substance on the lower Up, This charming 
piiSlure formed part of the colleiftion of Louis XIV, 

453 /'tf?'/?'«;^^y« ^'/'fw, by TizianoVeeelli (Titian), 1477- Gj 
1576. Venetian School. 

Life-size figure, dressed in black, three-quarter length, 
standing, and turned to the left, with the right hand on 
his hip. 

454 " L Homme au gant" by Tiziano Vecelli (Titian), Gj 

1477-1576. Venerian School. 

Life-size standing figure, dressed in black, with the 
left hand gloved, and resting on a plinth. 

Jo these two masterly portraits vitality is given to the 
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flesh Cones by the exclusion of colour clsewliere. We 
find nothing but black, wliiie, and grey in the costume 
and background of each pidure. 

" L'Homme au gant" bears the painter's signature. 
Both were in the colleiftia]i of Louis XIV. 





456 Portrait of a Man, by T. Vecelli (Titian), 1477- 
1576. Venetian School. 

Life-size, bust-length, turned to the left, dressed in 
fur. On his breast a cross of the order of Malta, sus- 
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pended'by a gold chain. This portrait has probably lost 
much of its original quality of colour ; at present the 
flesh tones are obscured by dirt. The head is full of 
charadler, the expression penetrating, and the features 
handsome, in spite of a somewhat underhung lower jaw. 

37 Porlrait of the Infanta Maria Theresa, afterwards L,C 
Queen of France, by Don Diego de Silva y Velasquez, 
1599-1660. Spanish School. 

Life-size, bust-length. This portrait is very remark- 
able, not only from the extraordinary costume which it 
illustrates, but from the style of its execution. The fea- 
tures are quite young, and distinguished by the same 
type of protruding under-lip which we find in Velasquez's 
portraits of Philip IV. The coiffure is extraordinary, the 
hair being frizzled out over puffs on each side of the 
face and decorated with flowers or ribbons (it is diffi- 
cult to say which) of rose colour. From thtse hang 
pendants (of steel and gold). The complexion in the 
present state of the pidlure resembles that of a rag dol), 
and the same colour is made to do duty for lips and 
ribbons. The white stifl^-bodiced dress is painted with 
charafteristic dexterity. An oiive-green curtain forms 
the background. 



39 Portrait of a Young Woman, by Don Diego de Silva L,^ 
y VelaBguez, 139^-1660, Spanish School. 




Velasquez. 



Bust-length, with fair hai 



falliii 



to the shoulders. 



black and wliite dress. Collar trimmed with pearls. 

A very inferior example of the master. The features 
and flesh tints bear some resemblance to the portrait 
already described (37}. 




^H Ponrait oi" Maria Theresa, by Velasquez. 

I Portrait of the Infanta Maria Marguerita, daughter 
of Philip IV. of Spain ^ by Don Diego Rodriguez de 
"sUvay Velasquez, 1599-1660. Spanish School. 
i A half-leiigtii standing figure, life-size, the right hand 
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resting on a chair. She is dressed in a white satin frock, 
trimmed with black lace, and wears a pink bow in her 
long fair hair. 

This is a charming portrait, full of child-like graces 
the delicate flesh tints blending admirably with soft grey 




Margaeriw, by Velasqut 



transparent shadows, and the whole swiftly but dexte- 
rously painted. 

552 Portrait of Philip IV. J<tng of Spain,h-^Y)o\\Y>\e^Q G.gJ 
de Silva y Velasquez, i 599-1660. Spanish School. 



Velasquez — Venne. 29 1 

The king is represented bareheaded, and standing 
efore a sketchily treated landscape background. He 
lolds a fowling-piece in his right hand ; on his left is a 
<iog. This is a masterly portrait, and interesting in spite 
of Philip's ugly mouth and disagreeably underhung jaw. 
He wears an olive brown jerkin with a white collar, full 
dark-coloured trunk hose, and hoots. The figure is 
manly, and the features broadly modelled, with warm 
transparent shadows. In point of colour, this may be 
described as a distinctly brown pidlure, just as Gains- 
borough's " Blue Boy " is a blue pifture. 

^^ A Group of Portratis ^hyT>ox\ Diego de Silva y Velas- G.G. 
quez, 1 599- 1 660. Spanish School. 

Thirteen figures assembled in the open air ; among 
them may be recognized Murillo and Velasquez himself. 
A small, but effecftive study — hardly more than a sketch 
.in parts, but one in which every touch indicates a master 
hand. The pose of the figures is easy and lifelike, and 
their dresses exceedingly pidluresque, both in form and 
colour. The light tone of the sky gives great force to 
the composition. The nearest figures are about twelve 
inches high. 

545 ^^ FSte given on the occasion of the Trtice concluded iri G.G 
1609 between the Aixhduke Albert of Austria^ King 
of the Netherlands, and the Dtitchl' by Adrian van der 
Venney 1589-1662. Dutch School. 
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Verdhr, 

In this very curious work a crowd of figures are intro- 
duced, presenting an appearance not unlike our modern 
Court piftures of a royal garden party at Chiswick. 'I he 
figures are painted with extraordinary care, but have little 
or no pidorial relation to the landscape in they stand. 
Side by side with the historical personages represented are 
others in fancy dress and various fantastic drolleries. 




Rf^uninn de Portraiis, by Velasquez. 

The Stage strut of the gentleman in blue breeches, who 
leads a richly-dressed lady by the hand, is very amusing, 
and his features are not unlike those of Napoleon III, 
The landscape and accessories of this pifture are attributed 
to Breuehel. 



288 The Fortune Teller. 
French School. 



Francois Verdier, 1651-1730. S.F. 
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A gipsy woman examines rhe hand of a soldier seated 
[■ at a table. A young man on the other side of the table 
Lb watching them, while another, enveloped in a cloakj 
draws from the pocket of the gipsy the head of a fowl. 
On the right, an old man sits playing the harp, and behind 
him is a girl with a guitar. This work, though by a 
, French painter, presents certain charaderistics of Spanish 
\ art. The shadows arc unduly exaggerated, but the 
figures are cleverly grouped, and the heads drawn with 
skill and feeling. The piifture indicates considerable 
power, but misguided taste. 



^^ Aninterior. Jan Verkolie, 1650-1693. DutchSchool. ' 

I^H In the middle of the room a woman, dressed in a 

^^P skirt of yellow silk and a red bodice, sits holding an 

infant on her knees. On the right, behind a table on 

which a work-basket is placed, a servant is preparing the 

child's food. Apparently the only example of Jan Ver- 

»kolie in the Louvre. It is painted in a somewhat lighter 
key of colour than his contemporaries usually adopted, 
and is decidedly warmer in its shadows. The brown and 
white spaniel jumping up to the hand of its mistress is 
very true to nature, and admirably painted. So is the 
amber-coloured satin of the ladv's dress, and the oriental 
tablecloth (the pattern of which is rather ostentatiously 
elaborated). The wicker cradle to the left is a perfeft 
, marvel of finish. The best and most lifelike figure in 
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the group is that of the servant. The child has far '■oo 
large 2 head, and is deplorably ugly. 

633 Deer-hiinting- m the Forest of Mcitdon, 1818, by S, I 
Antoine Charles- Horace Vemet, 1758-1835. 

.A large sporting picture, harsh and prosaic in style of 
^L execution. There is something eminently absurd to the 
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English eye in the appearance of nen dr s ed nquas 
military costume for hunting 

616 The Bathers, by Claude Joseph Vemet, 1714-1789. S. P 
French School. 

This pidlure belongs to the ideal landscape school of 
the period, eminently artificial both in light and colour, 
and well adapted tor reprodudion by chromo-litho- 
graphy. 
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ii Viezm of the Casile of St. Angela^ Rome. Claude S, F. 
Joseph Vemet, 1714-1789. French School. 

'32 View of the Ponte Rotto, Rome. Claude Joseph S. F. 
Vemet, 1714-1789. Fiench School. 

Vernet's work was always most successful when he 
adopted a light key of colour. These little views of the 




Tiber were probably painted on the spot, and are per- 
haps the best of the landscapes in the room, whereas the 
moonlight subjeft (626) is scenic and tricky, 

Veronese. (See Caliari.) 



[9 Susannah and the Elders,h^ h.MQ\\\z'^GsX\ff£{i-i'i(>). L. C. 
3ich School. 
Detestable in style and colour. 
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634 Si. Germaine, Bishop of Aitxerre, and St. Vincent, S.F 
Deacon 0/ Saragassa, by Joseph-Martin Vien, 1716- 

1809, French School. 

This looks like an attempt to imitate Paul Veronese. 
It is nearly being a fine pidure, but it is spoilt by the 
vulgar painting of the wreaths borne by the angels 
overhead. They look as if they were composed of arti- 
ficial flowers. 

458 St. yohn the Baptist, by Lionardo da Vinci, 1452- 
1519. Florentine School, 

None but enthusiastic admirers of Lionardo will find 
much that is attraiftive in this mysterious and unsatis- 
faiflory picture. 

The nearly nude figure of St, John, which at first 
sight might be mistaken for a woman, is seen at half- 
length, the right hand upraised and pointing to a distant 
cross. The eyes are deeply set, and the features gene- 
rally wear the conventional smile which distinguishes so 
many of Lionardo's female heads, while the thick, curly 
hair which falls over the temples and ears lends additional 
effeminacy to the face. It is a work which represents 
the mannerisms rather than the best charadieristics of the 
painter. 

459 The Madonna and Child, with St, Anne, by Lionardo S.C 
da Vinci, H52-1519. Florentine School. 

The Virgin, seated on the knees of her mother, holds 
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the Infant jesus, who is playing with a lamb. In the 
background is a mountainous landscape. It is a matter of 
great regret that this curious and characteristic example 
of Lionardo should be in such a condition that portions 
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of the group are hardly intelligible. It is presumed to 
have been left in an unfinished state, but there are 
abundant signs that it has also suffered from age or 
accidental injury. The whimsical nature of the composi- 
tion is the result of a quaint conceit, which is rendered 
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stranger by the fad; that there is but little apparent dif- 
ference of age between the Virgin and her mother. The 
expression on St, Anne's features is identical with that 
which one sees in the head of " La Joconde/' and other 




The Holy Family, by Lionardo da Vinci. 

female portraits by the same hand. The quality of the 
colours in the draperies has probably deteriorated ; but 
the juxtaposition of olive green, toned crimson, and tur- 
guoise blue, considered in their present relation to each 



J 



other, can hardly be called satisfaftory. Note the exqui- 
site modelling of the 'Virgin's right foot. The landscape 
background will remind many of Turner's work when 
left half finished, as in some of his water-colour studies. 



4-Go "La Fiergeau,vroc/iers''hY'L\i:fnardoda,Vilici, 1452- G.G^^ 
H '5'9' Florentine School. 

^H The Infant Christ is seated on the right of the fore- 

^f ground, supported by an angel, who points towards the 
I youthful St. John, as he kneels in adoration by the side 

of the Virgin, Her right hand rests on St, John's 
shoulder; her left is extended towards the Infant Christ. 
A rocky cavern forms the background. 

The fa& that a replica of this work has been recently 
acquired by the National Gallery, will, no doubt, cause 
the Louvre example to be examined with special interest 
by English visitors, who, while noting the slight varia- 
tions of design which exist in the two pidures,' cannot 
also fail to observe a greater variation in their excellence, 
and may congratulate themselves on the fait that the 
finer example is in London. 

It may be freely admitted that an admiration of 
Lionardo's work is the result of an acquired taste. To 
an ordinary amateur the affefted pose of the figures, the 
unreality of the flesh tones, the sombre gloom in which 
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ion oftheangelind details 
rross which St. John holds 
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the scene is steeped, and the absence of attradtive colour. 




V Rochcr'i b^ Liorardo da Vinci 

are all apparent at first sight. It is only by patient study 
and attention that one is able to recognize the real merits 
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of the painter — the undefinable charm of expression 
which he can give to the presentment of human features, 
the perfedion and conscientious care of his modelling, 
the fascinating mystery with which he invests his subjeds 
— in short, the soul and sentiment of his work. 

Dr. Richter in his excellent and compendious little 
treatise on Lionardo and his paintings, mentions that 
designs for this pidure are to be found at Turin and 
Windsor. 

461 Portrait of a Woman^ by Lionardo da Vinci, 1452- G.G. 
1 5 1 9. Florentine School. 

Bust-length, three-quarter face, dressed in a Venetian 
red robe, trimmed with gold braid, and white satin puffs 
tied with bronze-coloured ribbons. Her hair is smooth, 
and on the forehead is a jewel held by a silk cord. 

This portrait derives its interest chiefly from the cos- 
tume and marked individuality of expression, rather 
than from any realization of beauty. The coiflTure sug- 
gests to Englishmen the hideous fashion of 1 840, but the 
dress is extremely pifturesque. Note the delicate Greek 
honeysuckle pattern of gold thread on a black ground, 
which forms a border to the square-cut bodice. 

The head is nearly life-size, the complexion sallow, and 
the background very dark. 

462 La Joconde. Lionardo da Vinci, 1452-1511^. Fioren- S.C. 
tine School. 



This portrait, better known as "Moiia Lisa," ' is 
half-length and uf life size. Mona Lisa's complexion 




La Jocondt bv Lii 
pale and sallow, her mouth strongly dimpled at 'i 

' Mona Lisa, the daughter of Anronio Miriii di N..!d'i Ghe«rt 
was a Neapolitan, and third wife nf Zanobi del Giocondo (l^ 
1512), whence it ennics lliat she h also called "la Gioconda^ 
7. P. Ruht-r. 
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corners. Her eyes wear a peculiar and cunning expres- 
sion, which is due partly to the position of the iris, and 
partly to a raising of the lower lid. The crown of the 
head is covered with a thin veil, from which the hair falls 
in ringlets concealing the ears. The hands are delicate 
and well modelled, with tapering fingers, but the flesh 
tints generally are marred by opaque and inky shadows. 
The colour is low in tone, and there are no high lights 
except in the drapery. In the background is a myste- 
rious and weird-looking landscape. The surface of the 
paint in this pifture, which is executed on panel, is much 
cracked. It is said that Lionardo worked upon this 
portrait during four years, and that Francis I. paid 
4,000 gold florins for it. 

463 j??^^^//^^, by Lionardo da Vinci, 145 2-1 5 19. Florentine ^•^• 
School. 

This is a nearly life-size and almost nude figure of a 
youth, seated at the foot of a hillock, holding a thyrsus 
in his hand. The head is of an eflfeminate type, with 
long hair falling over the ears and round the neck. 
The flesh tones are unpleasantly pink in tone, and the 
shadows so much exaggerated that the foreground is 
nearly black. In play of features and expression, the face 
closely resembles the same painter's John the Baptist 
(458), but of the two the Bacchus is perhaps the more 
serious. Indeed, it may well be questioned whether the 
figure was not originally intended for St. John, seeing that 
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the aftion of the right hand pointing upwards is almosr 
identical in each piifture. However great the technical. 
skill of these works may be, it can scarcely be said tha' 
either of them realizes a sentiment charafteristic of tht 
subjefl, when the introdudtion of a cross or a thyrsua 
constitutes the main difference between a pagan deity 
and a Christian saint. 

549 Sea-piece, in calm weather. Simon de Vliegher (painted Q; 
in 16+0). Dutch School. 

To the left a large boat full of people, and a little 
yawl with two figures. On the sea are numerous craft. 
On the right four men stand on a natural jetty. A for- 
tified town in the distance. 

A small horizontal pidlure, very slight in execution, 
but charming in its colour and effed: of subdued light. 
Of its kind there is nothing better in the room, 

551 Portrait of a Man, seated in his office. Ary de Voys, C 
i64r-i698. Dutch School. 

The figure is about twelve inches high, dressed in a 
red velvet jacket and black cap. He wears long hair 
and small moustaches. His right h:ind, holding a pen, 
rests on a hook laid on the table, which is covered with 
an oriental carpet. 

Highly finished, and excellent in colour. Although 
the shadows are exaggerated here, as in most Dutch 
piftures of this class, the background is not entirely en- 



\ 



^atieau. 305 

shrouded in darkness for the sake of effeiS, but the head 
is reheved against a piifture hung on the wall, which 
gives the scene a far less artificial look than is common 
in works of the same school, 

1 ^'■Clowns," by Antoine Watteau, 1684-1721. French L.C. 
School. 

A life-size and full-length portrait of " Pierrot," be- 
hind whom are seen four other adors of the Comedie 
Itahenne. The attitude is intentionally awkward, and 
the features wear an expression which is amusingly bite. 



3 Scene in a Park, by Antoine Watteau, 1684-1721. ! 
French School. 

A pleasure party assembled by the side of a lake over- 
shadowed by trees with soft dense foliage. The efFecft 
of evening light which illumines the sky is dexterously 
rendered, but the high lights on the dresses of the figures 
in the foreground are tittle better than dabs of white. 



8 ynpiter and Antiope, by Antoine Watteau, :6S4- 
1721. French School, 

The nymph lies strerched upon a hillock fast asleep; 
Jupiter, in the form of a satyr, examines her with curio- 
sity. Landscape background. 

The solid flesh tones and strongly marked chiaroscuro 
of the work indicate a certain departure from Watteau's 
usual style. The figure of Antiope is in broad light, 
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the rest of the piiflure in half-tone or shadow. Thi^^' 
eiFedt is of course intentional, but untrue to nature. 



270 Shepherd and ShepJurdcss, attributed to Watteau. I^ 
French School. 

A shepherdess in a red bodice and yellow dress sits 
in the cirntre, listening to a shepherd who is playing the 
flute. On the right are a dog and sheep. A clever 
• little sketch of the Watteau school, painted in a light 
and attractive key of colour. The figures are of the 
kind, and happily posed. 



553 The Pirates Repulsed. Jan Baptist Weenix, 162:- ( 
1660. Dutch School. 

The scene is laid at a seaport, where a band of pirates 
have landed. An officer on horseback, followed by a 
negro attendant and two cavaliers, one of whom carries a 
flag, gives orders for the arrest of one of the marauders, 
who has been caught levanting with booty. A woman, 
who may be supposed to'own the property, is on her 
knees in gratitude. Grouped around are inhabitants of 
the town, and various other figures. 

The painting of this pidure is very dexterous, giving 
an appearance of high finish, but on closer inspection this 
effedt seems to have been achieved with but little labour. 
The association of colour is unfortunate in parts, and the 
draperies faulty throughout. The best portion of the 



A 



Weyden — Wouverm an . 3 07 

work is in the middle distance, where a crowd of figures 
are seen coming down to the shore. 

T/je Depositio7t from the Cross. Rogier van dcr G.G. 
Weyden, 1400?- 146+, Flemish School. 

A very charaderistic and interesting example of the 
master, whose sense of pathos and feeling for colour 
more than compensates for the crude realisms of early 
religious art. The rigid and still bleeding corpse, which 
lies diagonally across the tower part of the piifture, is very ' 
painful, but the grief, tenderness, and sympathy ex- 
pressed in the faces around evoke a higher sentiment. 
The draperies are admirably cast in form and fine in 
colour. The blue of the Madonna's robe is perhaps a 
little too foncee, but the crimsons are charmingly toned 
and gradated. The distant landscape is conventional, but 
painted with a certain regard for natural forms. 



152 T/ic Pilgrims, by Philips Wouverman, 1620-1668. L.C. 
Dutch School. 

Two travellers resting near a cottage. One of them 
,is feeding his horse. On the right two pilgrims receive 
alms from a woman surrounded by children. h\ the 
distance are other figures, 

A pretty little example of Wouverman, nearly square 

in shape and divided diagonally into two halves, of which 

I the lower half (including the cottage, horses and peasants) 

^^k is brown and white, while the upper half (sky and clouds) 

^^P is white and blue. 



3o8 Wouverman. 

572 Charge of Cavalry, by Philips Wouverman, 1620- G.G 
1668. Dutch School. 

A troop of cavalry bear down on a redoubt defended 
by horse and foot soldiers with artillery. Among nu- 
merous other figures may be noticed a trooper and a 
halberdier engaged in a hand-to-hand encounter. On 
the right an ensign lies dead beside his standard, which 
has fallen into a stream. Another soldier escapes, 
wounded, from the fray. 

This little battle-piece, from which we may be sure 
Wouverman's ubiquitous white horse is not omitted, is 
distinguished by many excellent qualities of art, viz., 
delicate finish, eflfeftive distribution of light and shade, 
vitality of aftion both in men and horses, and last, though 
not least, a careful study of cloud forms. It is signed 
by the painter, and formerly belonged to the royal qoI- 
leftion of Louis XVI. 



574 Huntsmen resting at an Innside. Philips Wouver- G.G 
man, 16 20- 1668. Dutch School. 

On the left, near a door, on which two peacocks are 
perched, a man is feeding his horse at a trough. Behind 
him another man is drinking from a Flemish flask. On 
the right, a peasant shows the road to a woman on horse- 
back, attended by a servant also mounted. In front are 
three dogs. 

This is a pretty little example of the master : pleasant 
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■in its colour and soft effei5t of sunset glow, but the strong 
I shadows cast by the dogs are artificial arid untrue to 
[ nature in relation to the conditions of light by which the 
' rest of the pitSure is ilkiniined. 



T/ie Expulsion from Edcn^ by Domenico Zampieri G.G. 
(Domenichino), 1581-1641. Bolognese School. 

The Almighty, supported by angels, reproaches Adam 
and Eve. On the right are a horse, a lion, and a lamb. 

The figures in this pidlure are about twelve inches 
high, solidly painted, with well-defiiicd outlines, and 

demical in design, hut the form of Adam, who stands 
as though shivering in the cold, is of no heroic type. 
He points to Eve, who is sitting on a rock, as the origin 
,of Ills disobedience, while she, by a similar gesture, indi- 
cates the source of her temptation in the Serpent, which is 
crawling before her. The celestial figure is amply draped, 
and floats through the air above. His head is that of a 
venerable old man, with long white hair and beard, all 
highly and delicately finished. The landscape, though 
conventional in style, is refined, and treated with a cer- 
tain sense of natural effedt. The animals are poor enough, 
and the huge horse on the right of the pi(Sture is a posi- 
tive intrusion on the scene. 



473 The Ecstasy of St. Paul, by Domenico Zampieri ( 
^L (Domenichino), 1581-1(141. Bolognese School 



3 r o Zampk 

The saint is being carried up to heaven by three angei^3 
This is a small but wel]-known pii5tiire, clever as a conii^- 




The Ecstasy of Si. Paul, by Domcnichino. 

position and careful in finish, but vulgar and scenic in 
taste. The red drapery which floats across St. Paul's 
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green robe, resembles a tablecloth rather than a mantle. 
It serves no purpose but the display of colour, and is 
arranged in impossible folds. 

This pifture was copied by Le Brun for the Jesuits 
before they presented the original to Louis XIV, It is 
painted on copper. 

5 Sain/ Cecilia, by Domcnico Zampieri (Domeuichino), G.G. 
1581-1641. Bolognese School. 

This was at one time one of the most popular pictures 
in the Louvre; why, it is difficult to understand. The 
principal part of the canvas is occupied by the present- 
ment of a bass viol, and a naked Cupid holding up a 
book of music to St, Cecilia, who does not pay the 
least attention to it, but turns her black eyes (and red 
nose) heavenwards. The flesh tones of the figure, 
which is life-size, are sallow and unpleasant. The dress 
is indeed piifturesque in form, but wretchedly painted, or 
rather sketched, without regard to probabilities in fold 
or effedt of texture. The beauty of the face is of that 
order which commends itself to those people who believe 
that the fittest proportion of human features is secured 
when the mouth is somewhat smaller than an eye. 

53 Tavern Scene, by Hendrick Martiiiez Zorg (Sorgh\ L,c. 
1621-1682. Dutch School. 

f In the interior of a room a young man, seated neai" 
irge fireplace, is romping with a girl, to the amuse- 
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ment of some peasants who, seated round a table, are 
watching them. In the corner is a man playing the 
flute. The subjeft of this pifture, which closety re- 
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St. Cecilia, by Domcnichino. 

sembles those so frequently handled by Teniers, is 
treated here with less coarseness than in his work. The 
effedt of twilight seen through the open window is well 
rendered. 



Zurbaran- 

555 SL Peter Nolasqiie and St. Raymond of Pegnafort, G.G. 
by Francisco Zarbaran, 1598-1662. School of Seville. 

St. Raymond, seated on the right under a canopy, and 
surrounded by ecclesiastics, addresses St, Peter Nolasque, 
who stands before him. Architeiftural background. 
A broadly painted group, in which the treatment of the 
draperies is large to a fault, and the high lights unduly 
accentuated. The figures are life-size, with expressive, 
charaifteristic features, r^fote the clever variation in shades 
of black introduced in the priestly robes; also that the 
tone of this piiilure is much colder than \\\ Ribera's work. 

556 Funeral of a Bishop, by Francisco Zurbaran, 1598- G.G. 
1662. School of Seville. 

The body of the bishop, arrayed in white, is laid upon 
a stretcher covered with brocaded cloth. At the feet is 
a cardinal's hat. On the right are a kneehng monk and 
two children. On the left a pope, a bishop, and other 
figures standing. 

This life-size group is remarkable for the strong in- 
dividuality which distinguishes the heads introduced. 
It is a powerfully painted pifture, but marred by the 
common fault which charaiflerizes works of the late 
Spanish School, — an Unpleasant exaggeration of chiar- 
oscuro. The shadow which falls on one side of the 
dead bishop's face may be almost said to blacken it. It 
would be difficult to explain why this does not extend to 
the mitre. 



587 Venus and Cupid, by Zustris (i6th century). Dutch G.G, 
School. 

The goddess, whose rorm is nude, and seen in profile, 

tand half raised from the richly carved couch on which 
she is reclining, places her hand on two doves, at which 
Cupid points with his dart. Behind the couch a partly- 




raised curtain discloses the figure of Mars in armour, 
and, in the distance, four persons seated before :i table. 
The principal figure in this group is gracefully de- 
signed, but the grace is of a decidedly terrestial order, and 
the pallor of the flesh tones presents a curious contrast to 
the ruddy limbs depifted in the work which hangs 
mediately above (200). 



J 



DTOEX OF PICTURES NOTICED. 



Nsmc Oc PsMrtcr. 


NwHi^cr «f ISAmmw 


Page. 


Albertinelli, M 


16, 17 




1-1 


AUegri, A. 


19,20 




*-s 


Angelico. (Sec Fiesole.) 








Ansano ... 


30, 3h 


35 


S 


Bakhuysen, L. 


8 




6 


Barbarelli, G. 


38,39 




6-8 


Bartolommeo, Fra 


57 




8 


Bassano. (See Ponte.) 








Bellini, Gentile 


59 




9 


Bellini, Giovanni 


61 




10 


Berghem, N 


1 8, 24, 


*7 


lO-IJ 


Bianchi, Francesco de* 


70 




«3-«4 


Bicci. (Sec Neri di Bicci.) 






•^ ■ 


Bol, Ferdinand... 


4>.4* 




14-15 

15-16 


Boltraffio, Giov. Ant. 


7* 




Bonifazio 


73,74 




16-17 


Bonington, R. P 


888 




»7 


Bordone, Paris 


81 




18 


Borgognone, Ambrogio 


84,85 




18-19 


Both, Jan 


43 




>9 


Botticelli. (See Filipepi.) 






^ 


Boucher, FraD9ois 


24, 708 




20-21 


Bourdon, Sebastian 


4> 




21 


Brauwer, Adiiaan 


46 




21 


Breughel, Johaim 


59,60 




22-23 


Bronzino, A. di Cosimo 


87 




«3 


Brun, Charles le 


63, 65, 


66 


23-ji 
t\'t6 


Bron, Madame le 


82, 83, 


802 



^P^3ifi I^^ 


ex. 


^ 


^1 Nam>^ of PoinUT. 


Number of Piflure. 


Page. 


f Caliari, Paolo 


92, 95, 96, 97, 99, 


27-33 


Callet, A. F 


167 


33 


Canaletto. (See Canale.) 






Canale, Aotonio 


lo; 


33-3+ 


Cantarini, Simone 




3+ 


Carracci, Annibale 


124, 130 


3 +-3 5 


Champaigne, P. de 


50,51.79.87,93 


35-37 


Chardin, J. B. S 


99,714, 176. 177 


37-39 


Cimabue 


153 


39 


Clouet, Fran9ois 


109 


39-40 


Clouet, School of 


729.73°. 733 


40-43 


Cima da Coneglbno 


152 


43 


Constable, John 


889, 891, 892 


44 


Correggio. (See Allegri.) 






Costa, Lorcn/o 


'i+ 


45 


Courtoia, Jacques 


'35, 136 


45 


Coypel, Anioine 


1+4 


+6 


Cranach, L. Sunder 


98, 100 


46-47 


Credi, Lorenzo di 


'56, '57 


47-48 


Cuyp, Aalhcrt 


104, 105, 106 


49-50 


David, Jacques-L 


9, 148, ISO, 154, 
157, 159, 160 


50-S4 


Denner, B 


S3 


SS 


Desportes, F. 


165, 166,171 


S6 


Dono, Paolo 


'166 


56 


Dou, Gerard 


121. 126, 130 


57-60 


Ducq,Janle 


'35 


61 


Durer, Albrechc 


672 


61-62 1 


Dyck, Anthony van 


'37. 139. '+*. H3. 
'44.'+5.'+9.iSo. 
151, 151,153. iS4> 
'SS 


62-71 


Ey* ]■»'•« 


t6z 


7*-73 



Index. 



317 



Name of Fainter. 



Fabriano, Gentile da... 
Favray , Antoine de ... 
Ferrari, Gaudenzio ... 
Fdvre, Claude le 
Fiesole, Fra G. da ... 
Filipepi, Sandro 
Filipepi, School of ... 
Fragonard, J. H. 
Francia. (See Raibolini.) 

Garofalo. (See Tisi.) 
Gell6e, Claude L. 



Gerard, Francois 

« 
G6ricault, Theodore 

Ghirlandajo, Domenico 
Giorgione. (See Barbarelli.) 
Giotto ... 

Girodet. (See Trioson.) 
Girolamo dai Libri. (See 

Libri.) 
Gozzoli, Benozzo 

Granet, F. M. 

Greuze, J. B 

^rros, /i.j. ... ••• ... 

Guardi, Francesco 

Gu6rin, P.N 

Guide. (See Reni.) 



Hals, Frans 
Heeixi, J. D. de 

Heist, B. van der 

Hemessen, Jan van ... 

Heyden, Jan van der... 

Hobbema, M. 



Number of Pidure. 


1 

Page. 


171 


74 


193 


74 


177 


75 


195, 196 


75-76 


182,662 


76.78 


184 


79-80 


185 


80 


196 


81 


221, 222, 223, 224, 


81-86 


225, 226, 232 




205, 236, 238, 239, 


86-88 


240 




242, 243, 775. 11^ 


88-90 


\ 202 


90-92 


192 


92-93 


199, 200 


93-95 


257 


95 


206, 208, 209, 263, 


95-97 


266, 267 




275,276 


97-98 


207, 208, 211, 212 


98-100 


281 


100 



65 






100 


193 






101 


197, 


198* 


199 


101-103 


200 






103 


203, 


204 




103-104 


674 




\ 


^ 104.105 



^m 318 Ina 


Qx. 


^ 


^H Nunc of Paintf r. 


Number of Piaute. 


I'-gt. 


^f Holbein, Hang 


106, 207, 208, 209, 


105-111 


Honthorst, Gerard 


218.219 


112-113 


Hooch, Pietrr de 


213, ZZ+ 


113-11+ 


Huysum, Jan van 


237,238 


11+ 


H Ingres, J. A. D 


? 


I'S 


H Jardin, Karel du 


24 5> ^6, 2+9 


MS-. ,8 


■ Jordaens, Jakob 


7S 


1)8 


■ Jouvenet, Jean 


297 


119 


■ Lagren6e,J.J 


308 


119-120 


Lancret, N 


310, 311, 31Z, 313 




Largilli6re, Nicolas de 


221,22+ 


liJ'izz 


Lethiere, G. G 


321, 322 




Libri, GiroUmo dai 


198 


"23 


Lippi, Fra Filippo 




123-12+ 


Loo, Carl van 


330 


12+ 


Lotto, Lorenzo 


227,228 


I2+-I2S 


Luciani, S 


229 


i2s-.a6 


Luini, Bernardino 


230, 231, 232, 233, 
236,237,239.663 


126-132 


Lusuricr, Catherine ... 


332 


131 


Mabuse, Jan van 


277.278 


'33 


Maes, Nikolaas 


78 


'3+ 


Mainardi, B 


243 


i3+-'3S 


Manni.G. dip 


2+6, 2+7,2+8,2+9 


"35-136 


Mantegna, Andrea 


250, 251, 252, 253 


136-'+' 


Martini, Simon= 


160 


1+2 


Matsys, Quercin 


279, 280, 679 


1+2- 1+; 


Memling, Hsn^ 


288, 2S9 


'+5 


Memling, School of 


699 


1+6 


Memmi. (See Martini.) 






Mctsu, Gabriel 


292, 293, 29+ 


1+7-149 


Mculen, A. F. van der 

1 


30+, 308 


1+9-150 



Index. 



319 



Name of Painter. 



Number, of Figure. 



Miens, Frans van 
Miens, Wiltem van 
Mignard, Pierre 
Mola, Pier F. . . . 
Montagna, Banol. 
Murillo, B. £.... 



Nain, Le 

Nattier, Jean-Marc ... 
Neer, Aart van 

Neri di Bicci 

Netscher, Caspar 
Nickelle, Isaac van ... 

Ostade, Adrian van ... 

Ostade, Isaac van 

Oudry, J. P 

Palma, Jacopo... 
Palmezzano, Marco... 
Panmi, G. P. ... 
Perugino. (See Vanucci.) 

Pinturicchio, B 

Poussin, Nicolas 



Prince, J. B. le 
Pnid'hon, Pierre 
Puget, Pierre 

Raibolini, Francesco ... 
Raphael. (See Santi.) 
Regnaulty J. B. 



322 

327 

357 
267 

270, dd^ 

539» 54O' 543» 544. 
545> 546, 547 



3'/5> 378, 



227, 374' 
806 

230 

354 
273 

358,359 
363 

369 

89. 377 
386 

274 

275 
283, 284 



290 

416, 421, 422, 424, 
426,429,433,440, 
442,444,449,451, 

453 

455 

457. 458 
462 

306, 307 
465 



Page. 



>5J 

I51-I52 

152 

153 

153-154 
155.158 



I59-161 

162 
162 
163 
163. 165 
166 

166 

167 
167 

167-168 

168 
168-169 

169 

170-177 



^77 
177.179 

180 

i8r 181 
181 



\ 



^V 326 Index. 


^^V i^ame of Hunter. 


Number of PiiSun. 


P.B^. 


^^1 Rembrandt 


96. 98, 405, +07, 
+ 10,412,413,414, 


iSi-iy ; 








415,416,417,419, 




690 


^ 


^^ Reni, Guido ... 




315, 316,320,321 


i90-i94_ 


Ribera, Giuseppe 


... '32. 5+8, S49, SSo 


194-193 


Ricciarelli, Daniele . 




333 


198 


Rigaud, Hvacinche 




241,475 


198.199 


Robert, Hubert 




488. 489 


199-100 


RobuSti, Jacopo 




'6, 17. 18,335.336 


ioa-zot 


Rosa.Salvator... 




3+4. 345 


2OZ-20S 


1 Roslin, A 




844 


204 


^m Rubens, P. P. 




+37. 439- 440. 441. 


20S-2I3 


■ 


442,444,4+5,448, 




■ 


453,458'459.46o, 




■^ 


461,462,463,465, 






691 




Ruysdael, Jacob 


+70,472 


21 3-21 s 


Salvi, Giov 


355 


215 


Sano di Plccro. (See Ansano.) 






Santerre, J.B 


496 


215 


Santi, RafFadlo 


362, 363. 364. 366. 
367,368,369,370, 
37'. 372.373.374 


216-229 


Sarto, Andrea del 


379. 380 


229-231 


Sassoferrato. (See Salvi.) 






Savoldo, G. G 


383. 384 


231-332 


Sebastian del Piomlw. (See 






Luciani.) 






Sigalon, Xavicr 


499 


232 


Signorelli, Luca ... _ ... 


390, 391 


233-134 


Simone Mcmmi. Sec Martini. 






Slingclandt, P. van 


486 


»34 


Solario, Andrea 


394. 395. 396. 397 


234-»35 


Sorgh. (See Zorgh.) 

ft. 




^ 



Index. 



3^1 



Name of Painter. 


Number of Pidure. 


Page. 


Spagna, G. lo 


404 


238 


Spagnoletto. (See Ribera.) 






Steen, Jan 


122, 500 


238-240 


^ubleyras, P 


504, 506, 507, 508, 

509 
516, 517, 521 


240-241 


Sueur, E. le 


242-244 


Teniers, David 


142, 511, 512, 514, 
515,516,518,520, 
522 


244.249 


Terburg, Gerard 


145, 526, 527, 528 


249.253 


Tintoret. (See Robusti.) 


i 




Tisi, Benvenuto 


414,416 


254-255 


Titian. (Sec Vecelli.) 






Tocqufe, Louis 


577 


256 


Tournidres, R 


580 


256 


Trioson, G. de R 


250, 251,252 


256-258 


Troy, J. F. de 


581,858,859 


358-259 


Uccello. (Sec Dono.) 






Unknown 


>55, 496, 523. 593, 
594,595,607 650, 

651,652,653,654, 

655,<^56,735»875, 
876,878,879,882, 

883 


259.270 


Uysmans, C 


^11 


270 


Valentin 


584 


271 


Vanucci, P 


426,427,429 


272-276 


Vecelli, T 


439, 440. 441, 443, 
445,446,449,450, 

451,452,453,454, 
456 


276-287 


Velasquez, D. de S 


37, 39,55i» 552,554 


288-291 


Venne, A. van der 


545 


291 


Verdier, Fran9ois 


288 


292 



<22 



Index. 



Name of Painter. 


Number of Pifture. 


Page. 


Verkolie, Jan 


547 


293 


Veraet, A. C. H 


633 


294 


Vemet, C. J 


616, 631,632 


294.295 


Veronese. (Sec Caliari.) 






Vestier, Antoinc 


259 


295 


Vien, J. M 


634 


296 


Vinci, Lionardo da 


458, 459. 460, 461, 
462, 463 


296-304 


Vliegher, S. de 


549 


304 


Voys, Ary de 


551 


304 


Watteau, Antoine 


260, 263, 268, 270 


305-306 


Weenix, J. B. 


553 


306 


Weyden, R. van der 


698 


307 


Wouverman, P 


i52> 572,574 


307-308 


Zampieri, D 


469, 473, 475 


309-311 


Zorg, H. M 


153 


311-312 


Zurbaran, F 


555*556 


313 


Zustris 


587 


314 



NOTES ON THE PRINCIPAL PICTURES IN 
THE BRERA GALLERY AT MILAN. 
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THE BRERA GALLERY. 

A few years ago, as we find from the notice pre- 
fixed to a former official catalogue, the authorities 
of the Brera Gallery, during some repairs required 
for the building, took the opportunity to classify 
and re-arrange the piiSures, as far as possible with 
reference to the schools and periods to which 
they respectively belong. In attempting this 
classification, which had been long needed, they 
encountered the usual difficulties which attend 
the methodical arrangement of a coUedlion, com- 
prising works varying considerably as to merit, 
importance, and adtual dimensions, in rooms not 
very well adapted for their purpose and far from 
uniform in size. 

The result was necessarily a compromise, by 
which, although some deviation from the original 
scheme became inevitable, its general principle was 
so far adopted as to secure for students of art and 
other visitors to the Gallery the means of syste- 
matic and convenient examination of its contents. 

The interesting and valuable frescoes by Luini 
^_aod his followers are placed in corridors near the 
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The Brera Gallery. 

entrance, and in close proximity to the First room, 
which is devoted to the Milanese School, where 
the earliest paintings will be found hung together 
on one wall ; while those dating from the fifteenth ' 
century and subsequent periods occupy the other \ 
sides. \ 

The Second Room is filled with examples of the 
early Italian masters, which are associated as far 
as possible in groups, preference being given to 
specimens of the Umbrian and Venetian Schools, 
as being the most numerous in this colleftion. 

The Third and Fourth Rooms contain sixteenth 
century works, by the great Venetian masters. 

In the Fifth Room, which is unfortunately 
rather narrow and indifferently lighted, will be 
found Raphael's famous " Sposalizio," together 
with paintings attributed to Giotto, Gentile da 
Fabriano, Luca Signorelli, and other well-known 
masters, including Leonardo da Vinci's crayon 
study for the head of Christ. 

The panel and canvas pictures collefted in the 
Sixth Room are principally by Venetian painters 
of the fifteenth century, and with but few excep- 
tions are interesting and noteworthy. 

The Seventh Room contains piftures by Fran- 
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cesco Verlas, Carpaccio, Mansueti, Liberale da 
Verona, and other masters. 

Among the few examples of the Bolognese and 
Ferrarese Schools exposed in the Eighth Room, 
may be mentioned works hy Francia, Loreneo 
Costa, Guido Reni, Garofalo, and Dosso Dossi. 

Dutch and Flemish Art is chiefly represented 
in the adjoining or Ninth Room, which con- 
tains landscapes, marine views, cattle-pieces, floral 
studies, and some small figure subjefts. 

The contents of the Tenth Room are somewhat 
miscellaneous. Besides Holland, Belgium, and 
Germany, it will be observed that Rome, Naples, 
Genoa, and Cremona, are respeftively laid under 
contribution. Here also may be seen two speci- 
mens of the Ferrarese School, while Tuscan Art is 
conspicuously represented by a pi(5ture of large size. 
The attention of the visitor should specially be 
directed to the fresco copy by Marco d'Oggione of 
Leonardo da Vinci's " Last Supper" (';77), which 
will be found in the last room, No. XXIV. 



H Thus far the information afforded by the 
official catalogue may be usetul in giving the 
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reader of these notes a general idea of the distri- 
bution of pidtures by early and well-knowa 
masters at the Brera. The rest of the notice is 
devoted to a cursory mention of later works 
which, however interesting to an Italian, will 
hardly find favour with English amateurs, and 
are therefore not described in the following pages. 
At the end of this volume is appended an 
alphabetical index of the names of those painters 
whose works at the Brera have been noticed, with 
the numbers which the pidtures bear on tbeir 
frames and in the official catalogue, and which 
are identical with those in these notes. As the 
latter follow each other for the most part in 
numerical order, a reference to the index will 
easily enable the reader to find the description of 
any particular pidture. 

Charles L. Eastlake. 
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OTES ON THE PRINCIPAL PICTURES 

IN THE BRERA GALLERY 

AT MILAN. 

HE Pinacoteca of the Brera, if only from the 
lographica! position of Milan itself, is likely 
to be remembered with peculiar interest by 
the art student on a first visit to Italy. Its 
contents on the whole are indeed inferior to the trea- 
sures contained in the larger and richer galleries which 
await his inspeiflion at Venice, Florence, and Rome, 
But before he crosses the Lagoon to pay homage to 
the works of Titian, Tintoret, and Giorgione; — ^before 
he explores the corridors of the Uffizi, and has learnt to 
appreciate the saintly brush of Fra Angelico, the grace- 
ful compositions of Lippi, and the quaintly-expressed, 
though tender sentiment of Botticelli's art; — before he 
has wandered through the Vatican, and examined the 
masterpieces of Raphael and Michael Angelo, — ^he will 
do well to pause here at Milan on the threshold, as it 
were, of the great nursery of art in Southern Europe, 
and devote a. few days to the study o^ ii. v^isSi^si^ 'ys\ 
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which he will find much to interest and much to instrufl 
a taste tcr whose fuller education he must travel further 
and see more. 

It is doubtless to be regretted that the Brera does not 
possess such a series of works as would illustrate, how- 
ever imperfeftly, the early growth of piflorial art in 
North Italy, or at least its local development at Milan 
before the influence of Leonardo da Vinci led to the esta- 
blishment of an academy m that city. But very few 
works dating from the first hilf of the fifteenth century 
will be found in the Gallery, and of those few the ma- 
jority may be ascribed to masters whose names are either 
quite unconnedied with Milanese Art or whose influence 
on it is remote. Gentile da Fabriano seems to unite the 
early characteristics of the Sicnese and Umbrian Schools. 
Lorenzo Veiieziano (as his name implies) and Jacobello 
del Fiore, were Venetians. Stefano da Zevio was a Vero- 
nese. From Vincenzo Foppa's engagement by Cosimo 
de Medici to decorate his palace at Milan one nught 
expedt to find many examples of that painter in the 
Brera, but the " Martyrdom of St, Sebastian" (in 
fresco) is the only specimen of his hand. 

Still more remarkable is the f;ifl: that the great master 
whose name is inseparably associated with the rise of 
Milanese Art, whose "Cenacolo" has drawn thousands 
of admirers to the Cor vent of Sta, Maria dclle Grazie 
to gaze en all that remains (and it is but little) of his 
original handiwork — that Lfionardo da Vmci, whose 
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statue has been raised in pious memory by modern 
Milan, should, with the exception of a single drawing, 
be unrepresented on the walls of the Brera. 

This unfortunate deficiency is, however, in some 
degree atoned for by an unique and interesting col- 
leftion of works by his most distinguished follower. 
The frescoes by Bernardino Luini are indeed among 
the most attraiftive features of the Brera. Rescued 
as most of them were from dilapidated buildings, such 
as the Church of La Pace and the Convent della Fe- 
lucca, they include many examples of his earlier man- 
ner, and are more charatfteristic of the original genius 
which guided his hand than his later oil paintings, in 
which the influence of Leonardo is perhaps too distintftly 
seen. For though Luini's fame is sensibly eclipsed by 
that of the great painter whose style he. was eventually 
content to imitate, there are artistic qualities in these 
frescoes which are all Ins own; which retain a primitive 
grace and simplicity that one vainly seeks in more sophis- 
ticated work, and are scarcely realized by the hand of 
Da Vinci himself. 



t 
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Frescoes in the Vestibule and Corridor. 
Among the first of these, following the numerical order 

2 observed in the Catalogue, is No. 2, a group of two figures 
[giullari) which originally formed part of the fresco No. 
5, iti which the Virgin Mary and St. Joseph are repre- 
sented. The Virgin's well-rounded forehead, almond- 
shaped eyes, and lather protruding upper lip, belong 
to a type of female portraiture which is found in several 
of Luini's paintings, while the tint of puce freely intro- 
duced in apposition to salmon, yellow, and grey in the 
draperies, may be noted as an example of the scheme of 
colour which charaderizes many of these frescoes. Blue 
is rarely found in the skies^possibly owing to some tech- 
nical difficulty in its use. Occasionally a few touches of 
greeri supply its place, but, as a rule, the open air subjeds 
have a background of toned whitej which is perhaps 
better suited to Luini's light, sketchy treatment of foliage 
and distance than more positive colour would have been. 

No. 3 represents the Virgin with the infant Christ 

3 seated on her knees ; St. John the Baptist and an Angel. 
This fresco is in a bad condition, which it is to be feared 
has increased of late years. The necks of the figures 
are somewhat constrained in pose — an unusual fault with 
Luini, whose drawing, however hasty, is at least graceful 
in motive, 

10 The frescoes numbered 10 and II are very interest- 



ing from the familiar and domescic charafter of the sub- 
jefts. In the first we find a fair-haired boy, crowned 
^vith laurel and dressed in a puct-coloured tunic, canter- 
ing at full speed along a garden on a white horse. 
k the latter three girls are plaving at the old Italian n 
game of '*I1 guancidlmo d oro {anglite "forfeits"), 




a very naive and charming group, full of unaffeifled 
grace. The colours used for the draperies here are sub- 
dued crimson, orange, yellow, and puce. The folds are 
well defined, and the white under-garments shaded with 
blue. 

The study of a young woman standing at a door 
(No. 13) is probably of a later date, and is strongly sug- 
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gestive of Da Vinci's influence. Near it is a beautiful 
\ figure of a flying angel (No. 14) with fair hair and rose- 
coloured wings, clothed in yellow drapery shaded with 
crimson. The cast shadow of the angel's hand on the 
architrave of a door may be noted as an exception to the 
usual flatness of treatment observable in these works, | 
where accentuation of chiaroscuro is generally avoided. 

■J The half-length figureof Christ (17) with auburn hair \ 
and in a puce-coloured robe, is somewhat coarse in fea- 
tures, and has been much damaged by time. Not so the 
fresco representing "St. Joseph chosen the spouse of the 

9 Virgin Mary" (ig), a beautiful example of Luini's hand. 
It is a crowded composition with little or no shading — the 
folds of drapery {orange yellow, rose colour, pale green, 
and puce) being emphasized with darker tints of the 
same hues. The figures, somewhat less than life size, are 
grouped before an architeflural background. St. Joseph, 
whose features strongly resemble the traditional repre- 
sentations of our Saviour, kneels, holding his rod which 
blossoms, while another is broken by a rejected suitor (as 
in the famous Sposalizio). Above and under an arched 
gallery to the left of the pifture, the figures of St. Joseph 
and the Virgin are again introduced, kneeling in earnest 
prayer. The deep religious sentiment which pervades 
this work, its refined drawing and deftly associated 
colour, combine to make it one of the most attraftjve 
objefts in the Gallery. 




Passing over the portrait of a young woman (l8), the 
comers of whose mouth are dimpled a la Leonardo, and 
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the sketchy but graceful study of St, Ursula (21), in ^i 
which pale flesh tints are outlined in parts with puce, we 
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come to an early and essentially decorative fresco by 
24 Luini, representing the Resurreftion of our Lord (24). 
Here the figure of Christ, robed in white, and raising 
His hand as in the aft of benediftion, is relieved against 
a vesica-shaped glory of a yellow colour, covered with 
radiating lines of a warmer tint, so cleverly painted as to 
have absolutely the efFeft and glitter of gold, though no 
gold is adually used. On either side angels, kneeling on 
clouds, play musical instruments, and above them are 
amorini blowing horns. In this subjeft both features 
and draperies are drawn with great care. 
38 38 is a beautiful and well-preserved study, repre- 
senting the Virgin in prayer. The figure is about two- 
thirds life size, with auburn hair, and dressed in a robe 
of subdued crimson, over which is a dark blue mantle. 
jQ "The Metamorphosis of Daphne" (39) is a large 
square fresco, hung over the entrance door in a bad 
light. Daphne is seen to the left; a beautiful nude 
figure, whose lower limbs are already disappearing in 
the trunk of a laurel tree. In front of her, Peneus, the 
river-god, stands up to his waist in water, while Apollo, 
represented as a fair-haired youth, sits on a bank look- 
ing at Daphne. He wears a puce-coloured tunic, with 
grey socks or buskins. A rocky landscape, with trees 
loosely sketched in, forms the background. This fresco, 
like some others in which Luini treated mythological 
subjeds, was brought from the Casa Felucca, near 
Monza, and suffered so much in its removal that doubts 
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were at one time entertained as to whether it could be 
preserved. 

Although, as a rule, chiaroscuro is reduced to a mini- 
mum in these frescoes, there are occasional exceptions, as 
in the dignified figure of "St, Thomas Aquinas" (40), 40 




wearing a monk's dress, the simple folds of which are 
expressed by deep shadows. No. 41 represents " The 4 1 
Angel appearing to St. Anna/' The saint kneels de- 
voutly at a fald-stool, enveloped in a crimson robe, the 
folds of which, though rather lumpy, are apparently 
studied from nature. The figure is about half the size 
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of life, but the angel hovering above, in an orange 
coloured robe, shaded with red, is on a smaller scale. 
The landscape background (in which a few figures are 
introduced) is of a conventional order, and the rocks and 
trees are sketched in, as usual, with a rapid brush. 

Near this is a beautiful fragment, " The Visitation of 

42 the Virgin to St. Elizabeth " (42). The heads in this 
group are full of grace, especially that of a fair-haired 
angel, who stands smiling behind the saints. White, 
yellow, and puce are the colours used for the draperies, 
which are crisp in fold. The figures are half life size. 
The " Presentation of the Virgin in the Temple " 

4J C43) '^ ^ decidedly inferior work ; and, unless it has 
suffered from clumsy restoration, it is difficult to account 
for the awkward treatment of the Virgin's head and 
figure. The architeftural details of the pidure are, 
however, carefully rendered. 

In the next subjeift (taken from the Apocrypha), 

44 " Habbacuc awakened by an Angel" (44), high lights 
are freely introduced on the features and drapery, which 
may be noted as an exception to Luini's general praiftice 
in fresco painting. The prophet, an old man with 
white hair and beard, lies on the ground, while an angel, 
much smaller in size, bends over him, and points to 
a cake of bread and glass goblet of wine placed on 
the ledge of a rock behind.^ The colour of the angel's 

' " But the angel of the Loni said unto Habbacuc, Go, carry the 
dinner thai thou hast into Babylon unto Daniel, who is in the liona* 
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robe is Venetian red, shaded with brown, Habbacuc 
wears a grey-blue dress, with a puce-coloured mantle, 
arranged in heavy folds. 




rhe fresco numbered 47 is of peculiar interest, from 47 

den. And Habbacuc said, LorJ, I never saw Babylon, neither do I 
know where the den is." — Bel and the Dragon, v. 33-35. 
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the faifl that it bears the r 



; nameot the painter and the date 
(1521). It is a grand and dignified composition, repre- 
senting the Virgin (nearly a hfe-size figure) seated, with 
the Infant Christ standing on her knees. On one side is 
St. Anthony, the abbot, holding a crozier, on the other 
St. Barbara bearing a chalice. The heads are all beau- 




tiful, with well-modelled features, the eyes almond shaped 
and wide apart. The draperies are naturalistic but care- 
fully arranged. Their colours include sage green, orange 
yellow shaded with warm brown, and puce shaded with 
dark purple. 

Most of these works are, from the nature of the sub- 
je&s treated, ideal in aim, but the incident portrayed in 
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N'o, 51, the "Birth of the Virgin," admits of realism 51 
"which invests the pidure with a familiar and hfe-like 
charai5ter. The mothur of the Virgin sits up in bedj her 
hands clasped in prayer. An attendant is bringing water, 
which she pours from an ewer into a dish, while a black 
servant enters the room bearing a tray with food, &c. 
In the foreground are two women engaged in bathing the 




infant. In the distance is an open window, protefled 
a wooden lattice pierced with an ornamental pattern. The 
whole scene, considered apart from its sacred associations, 
might have teen— and probably was— studied from na- 
ture. The aftion of the figures is graceful throughout, 
and the picture glows with rich bat temperate colour. 

Very different in handling, but none the less in- 
teresting, is the decorative fresco representing St. 
Catherine borne from the tomb by three Angels" 
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52 (52.) This is one of the gems of the Colledion, ex- 
quisitely beautiful in design, sentiment, and workman- 
ship. The colours used for the draperies are green, 
Venetian red, yellow, and puce, shaded with darker hues 
of the same tints. The central angel has fm hair, the 
others auburn, bound in each case with golden fillets. 
Gold is also introduced in the nimbuses and robe borders. 

53 " The Meeting of St. Anna with St. Joachim " (53) is 
a work of far inferior merit. The fii^ures are about half- 
life size, with an architeftural background, which includes 
the representation of a machicolated tower and embattled 
wall, at the foot of which a leafless tree is growing. The 
features of St. Anna are life-like, but utterly devoid of 
sentiment, while the head of St. Joachim, whose white 
locks are painted with a cold conventional touch, is 
wholly uninteresting. A rustic, offering a basket of fruit 
to two female figures on the right of the main group, 
wears a straw hat of a shape still in common use among 
the peasantry of North Italy. 

55 The frescoes, numbered respeftively 55, 58, 62, and 
5^ 65? are four figures painted in imitation of white marble 
^ statues in niches of coloured marble. They were all 
^ brought from the Church of Sta. Marta (Monache 
Agostiniane), in Milan, and formed part of the decora- 
tive features of that building. They are noteworthy 
as exhibiting the extent to which, when Luini chose, he 
could secure solidity by chiaroscuro, the efieA aimed at 
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.^•1 these works (that of sculptured figures in architeflural 
'niches) being carried to the verge of deception. His 
^•■ibjeift piiftures, on the contrary, are distinguished, as a 
'""-lie, by a certain flatness of treatment, which we may 
^nerefore conclude was the result of his deliberate taste, 
*~3-ther than of any inability to realize what wc are accus- 
*^Omed to consider a necessary condition in modern pic- 
torial art. 

In several of these works the adtion of the figures and 
charafter of the drapery is suggestive of a classic influence, 
and some of them bear a curious resemblance in style and 
Scheme of colour to the mural paintings at Pompeii. 
This is especially noticeable in " A Sacrifice to the God 
Pall " (57), in which a male and female faun stand on 
each side of a pagan altar offering portions of a goat on 
a wood fire to the god, whose figure is seen on a tali 
column behind. In front of the altar are two child fauns. 
A large black curtain, hung round an alcove, forms the 
background. This fresco was brought from the Casa 
Felucca, 

The graceful figure of an angel, standing on a bracket 
and bearing a censer (68), is very sketchy in treatment, ( 
but shows marked chatafteristics of Luini's drawing in 
the straight Grecian nose, protruding upper lip, fair hair, 
and sculpturesque drapery of the angel, who wears a white 
robe shaded with puce, The wings are bluish in colour, 
and relieved against a dark background. In the group 
representing " The Virgin Mary presented to the High 
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69 Priest " (69), the figures are about half life size, and 
fewer than in fresco 43, already mentioned, where the 
same subjeft is handled with less success. Here the 
youthful Virgin, clad in a white dress, with fair hair fall- 
ing round her shoulders, and crossing her arms upon her 
bosom, stands in an attitude of deep respeft before the 
high priest, who wears a yellow diapered mantle dis- 
posed in large folds. The solemn dignity of this figure 
and the maiden diffidence of the other, present a remark- 
able contrast, which is all the more interesting because the 
adlion in each case is perfeftly natural and free from any 
approach to piftorial afFedation. The portico behind the 
figures, with a sketchy landscape, forms an excellent 
background. 

70 No. 70 is a large and scattered composition, represent- 
ing " The Israelites Preparing for their Departure from 
Egypt." The figures, which in the foreground are 
about half life size, diminish in corred: proportion to 
their distance on a road winding up towards a wooded 
hill. Although the landscape is of a semi-conventional 
charader, the foliage of the trees is sketched in with a 
more naturalistic aim than usual. The central figure in 
the main group is a man with bared arms, cording up a 
bundle which lies on the ground. To the right is a fair- 
haired woman holding a child. Her nose is of a de- 
cidedly retroussd type. The eyes are long and narrow, 
and the upper lip protrudes, as in most of Luini*s 
female heads. The draperies are orange yellow, light 
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imson and creen. shaded with warm brawn, and falling 

crisp, well-detined t-olds. The feet and hands are 

imewhat sketchy in treatment, and Iiave a brown outhne. 




!ast shadows are introduced only in the middle distance. 
'he more remote figures are s!ij>ht and unfinished, but 
leverly suggestive of a crowd. 
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79. '' The Birth of Adonis'*'' (72) is another instance in 
which Luini, while taking his subjed: from ancient 
mythology^ has invested its treatment with a classic 
grace. The two. figures seated in the foreground of this 
pidlure are, in acflion, and in arrangement of drapery, 
very suggestive of Greek art. The fable itself is por- 
trayed only in the middle distance, where a woman is 
seen removing the child from the trunk of a tree, while 
two other female figures hasten towards her. Here 
agam we find attention paid to the forms of vegetable 
life. The foliage of the distant trees and plants in the 
foreground are more carefully rendered than usual. 
Among the unfortunately damaged frescoes by Luini 

73 is " The Dream of St. Joseph " (73). The saint, whose 
head is disproportionately large, is represented sitting 
asleep on a settle, clad in a puce-coloured dress with a 
yellow mantle. Before him stands a fair-haired angel in 
a pinkish white robe, shaded with green, bearing a white 
lily. At an open window above is seen the Virgin Mary 
seated and occupied with needlework, her white dress 
admirably relieved against a distant clump of trees in 
the background, painted with all the fidelity of modem 
landscape. 

The single fresco by Vincenzo Foppa (who painted 

in tie iatter half of the hfteenth century), viz., *' The 

7 T Martvrd'^m of St. Sebastian T?!"), is hung among those 

by Luini, and mignr^ -at hrst sight, be mistaken for his 



Fresco by Vincenzk Foppa. 

diwork. But a closer inspeftion reveals a consider- 
: difference both in the sentiment and technical 
lities of this fresco from those described above. 
re the aflion of the figures is constrained, and the 






eful modelling of the limbs does not compensate for 
marked deficiency of that easy grace which distin- 
shes Luini's drawing. The naked saint stands bound 
a column in a corridor, while an archer standing close 
takes needlessly careful aim at his vidim, closing one 
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eye as he draws the bow. The archer's dress is pro- 
bably a study of contemporary costume. He wears a 
red cap with white lining, a crimson jerkin and black 
sleeves slashed with white, bright green pantaloons, 
and yellow leather boots. Two other figures (one being 
in armour) are seen in the corridor behind. The paint- 
ing throughout is dry and hard in outline, thoug 
perhaps less archaic in style than one might expeift from 
the period of its execution. The attention to perspec- 
tive is remarkable. 

Of the three frescoes attributed to Bartolommeo 
Suardi (Bramantino)' in this Gallery, it is hardly neces- 
sary to say more than that they are decidedly inferior in 
style, sentiment, and skill of execution to the work of 
his contemporary, Luini. Tiie colossal figure of " The 
Virgin Enthroned with the Infant Christ " between two 

4 angels (4), though exhibiting more academical propriety 
in the modelling of features and rounding of limbs, is 
coarse in painting, lumpy in drapery, and harsh in colour. 

9 In another (No. 9), "St. Martin dividing his Cloak 
with a Beggar," the treatment is far more sketchy, and 
we may note the fair hair and protruding upper lip 
which are characteristic of Luini, but the features are 
ill-drawn and the colour poor. The third fresco by 

8 Suardi represents a child seated among vine leaves (8). 

' The dates of Bramantino's birth and death are both unknown, 
bin his life extended from iKe ftfwttitVi i.ti ^.lit amceuth century. 
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Here we find yellow drapery, shaded with puce, as in 
some of Liiini's groups. 

The frescoes by Gaudenzio Ferrari (1484 — i55o)are 




well worthy of study. Exhibiting less simplicity of 
style and less refinement in design than Luini's work, 
they aim more at pidtorial effect than at striiftly decora- 
tive treatment, and accepting this aim as the result of 
other, and perhaps later, influences than those which 
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guided Luiiii's hand, one cannot but be struck with th^»y 
skill and vigour of their execution. There are examples^ 
of Gaiidenzio here which, in force of colour and breadthfj 





of treatment, suggest a touch as swift and as powerful as 
Velasquez — groups full of aftion and arrangements of 
drapery which might have been sketched by Paul 
Veronese. No. 25 is a subject in three compartments. 
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The central group represents one of the Magi kneeling 25 
before the Virgin and Child, surrounded by his atten- 
dants, who are also seen holding horses, &c., in the side 
compartments. The whole scene is instinft with life and 
dramatic interest. 

"The Dedication of the Virgin Mary" (30) is little 30 
more than a sketch, but full of vigour and originality 
in design. The high priest stands at the top of a 
flight of steps leading to the Temple, welcoming with 
down-stretched arms the Child who stands below, en- 
couraged to ascend by a figure on either side. Here 
we find local colour, as well as light and shade, dashed 
in with wonderful rapidity indeed, but with all the pre- 
cision of a master's hand, while the sense of liue^ to use 
a draughtsman's word, in the composition is very re- 
markable. 

No. 32 is a fresco by the same hand, in three com- 32 
partments, representing incidents in the legend of St. 
Anna. In the central compartment, St. Joachim, whose 
features are seen in profile, stands in a green pasturage, 
crossed by a rivulet, outside the walls of a town, looking 
up towards an angel who flies towards him from above, 
while a shepherd stands by with his flock. On the 
other side of the stream St. Anna receives the divine 
message from another angel. In the left-hand compart- 
ment St. Anna is represented sitting in conversation 
with her handmaid Judith, who bends over her. In 
the right panel St. Joachim is being repulsed in the 
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Temple by the high priest, Issachar, while two youths, 
one caressing a lamb, and the other playing with a dog, 
occupy the foreground. The handling of the draperies 
in this work is most masterly, and though the foliage of 
the trees is conventional in touch, the distant landscape 
and view of the tt>wn are excellently rendered, with a 




due regard to atmospheric effeft. The colours em- 
ployed are chiefly dull red, lemon yellow, and burnt 
sienna, with various shades of green, grey, and white. 
There is little or no blue, even in the sky. Few cast 
shadows are used, but the features and drapery are 
nevertheless carefully modelled, the flesh tints being 
cross-hatched or stippled. The figures are about two- 
thirds of life size. 
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No. 31 is a long narrow fresco by the same master, 
irepresenting " The Meeting of the Virgin Mary with 
St. Elizabeth," Here the draperies are boldly and 
broadly painted, but without the care which distinguishes 
other examples of G3udt;nzio Ferrari's hand. The two 

principal figures embrace each other in the foreground. 

In the distance is seen a hermit (St. Jerome) kneeling 

in prayer before a rocky cavern. 



Of Marco da Oggione's frescoes in this Gallery, 
varying as they undoubtedly do in degree of merit 
among themselves, it may safely be said that they rank 
far below those by Luini. The figures in his " Adam 
and Eve In the Garden of Eden " (33) are coarse and ill- 
drawn. His lunette-shaped fresco, " The Presentation of 
the Infant Jesus in the Temple " (35), is equally clumsy 
and awkward) while some of the heads of Apostles 
in No. 23 are absolutely distorted in feature. Nor do 
his oil pidures, with one notable exception, which will 
be described hereafter, indicate the excellence which one 
might have expe(5led from one who has been described 
as a favourite pupil of I eonardo da Vinci. The violent 
aflion of his figures, forced and dramatic as it is, contrasts 
unfavourably with the simplicity of Luini's compositions 
and the healthy vigour of design realized by Gauiicnzio 
Ferraii. 
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ROOM I. 



Leaving the little gallery in which these frescoes a 
exhibitedj and taking the oil and tempera pidlures ir 
their numerical order, the visitor will notice in the firsr — "^ 
75 room (Sala I.) a large and important work (75) b) "S^ 
Ambrogio da Fossano, or as he is commonly callet^£^^ 
in England, Borgognone, who was born about tht^^=^ 
year 1455. It is a crowded composition representing^" 
in the lower half of the picture numerous figures kneel- 
ing round a tomb with upraised hands, and counte- 
nances full of devotional sentiment. A bishop stands on 
either side of the group clad in richly embroidered robes, 
the patterns of which are most carefully detailed. A dis- 
tant landscape, with high hills encircling a lake, forms 
the background. In the upper part of the pidture the 
Virgin Mary, with her traditional crimson dress and blue 
mantle, stands in front of a f «/Vrt-shaped glory, on which 
gold radiations appear on a white ground. She is sup- 
ported by seraphim, while draped cherubs standing on 
clouds beside her are blowing trumpets. Above, in a 
lunette-shape ,i compartment, Christ is represented crown- 
ing the Virgin in the presence of the Almighty. 

This is a late though charaiiteristic example of Borgog- 
none. The figures are powerfully designed, and their 
features well modelled, tKe flesh tints varying from ex- 
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treme pallor in the Virgin's face (where perhaps the 
Original colour has faded), to olive brown in some of 
those below. The hands are small, and the draperies 




are arranged in crisp but natural folds. Portions of 
the picture have apparently suffered from age and re- 
painting. 
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The Brera contains sc^vcn piAures by Bernardo Zenale, 
the painter and architeft, who was born at Treviglio 
in 1436, and died at Milan in 1526. Of these the 

76 first three, viz., 76, 77, and 78, are representations of 

77 saints painted on panel. The figures are about half 
' life size, with hard, wooden-looking features, from which 

the flesh tints have flown, leaving a grey monochrome. 
Gold is largely introduced in the accessories, but not in 
the background, which consists m this case of a con- 
ventionally gradated blue sky, with a peep of land- 

79 scape between the central figures. Nos. 79, "St. Vin- 

80 cent,'' and 80, "St. Anthony of Padua," are the best 
examples of Zenale, but here the fading of flesh tints 
is rendered more unpleasant than usual by violent 

81 shadows. In 81, "The Virgin and Child with four 
Angels" (half life size), careful drawing and modelling 
may be regarded as some compensation for the ghastly 
grey and green tones which the complexions have 
assumed. 

87 No. 87 is another work by Zenale, more pretentious 
m design, and representing the Virgin and Child en- 
throned, surrounded by saints and other figures. Here 
the gold embroiderv of draperies and the elaboration 
of architedlural details become absolutely intrusive, 
while exaggerated chiaroscuro brings into bold relief 
the features of figures from which no cast shadows fall. 
The efl^eft is at once unreal and unpleasant. The conven- 
tionalities of early art are cnly tolerable when they are 
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Consistent. But in this work there is neither consistency 
nor true artistic taste. 



Among Milanese painters whose lives extended from 




the fifteenth to the sixteenth century the name of Gio- 
vanni AmbrogioBevilacqua,called also II Liberate, must 
not be overlooked. The Brera contains a single example 
of this master (No. 83), which derives additional interest 83 
from the fad that 1t bears his signature and the date 
1502. The fair-haired Madonna, who forms the central 
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figure in a group about two-thirds life size, is beautiful 
in spite of the somewhat hard, prosaic modelling of the 
features. She wears a crimson robe under a dark pea- 
cock blue mantle, and sits in a marble chair with the 
Infant Christ standing on her knee. The Donor clad in 
scarlet and fur kneels before her. Behind him stands St. 
Peter Martyr, and on the other side of the Virgin is 
King David. At their feet is a marble pavement richly 
inlaid with geometrical patterns, and over head is a blue 
sky, across which white clouds float, while peeps of dis- 
tant landscape are seen below. The figures are rather 
harshly relieved against the background, and there is a 
general absence of cast shadows, but where shading is 
introduced it is of transparent quality. The draperies 
are arranged in small folds and bear the appearance 
of careful study. This pidlure has not escaped res- 
toration. 

The faults which Marco da Oggione's frescoes exhibit 

are sometimes repeated in his easel pic5lures. His " St. 

90 Francis " (90), and " A Youth with his patron Samt 

95 Anthony of Padua" (95), are poor and commonplace. 

96 No. 96, '^ The Archangels Michael, Gabriel, and Rafael, 
vanquishing Satan," a signed work by the same painter, 
is more important and academical in style, but is vul- 
garly painted. The flesh tints throughout the pifture 
are false and unpleasant in tone ; and in variation of 
the old proverb, it may be fairly said of the devil, as 
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i^ere represented, that he cannot be quite so red as he 
is painted. 

Admirers of Liiini will probably turn with a feeling 
^kin to disappointment from his works in fresco to his 
oil paintings. Whether it is that the nature of the former 
material, prescribing as it undoubtedly did, a swifter 
handling and less elaboration of detail, ensured a sim- 
pler and less pretentious treatment than that to which he 
aspired on canvas; whether the chemical conditions of 
his pigments were more conducive to beauty of colourin 
one material than in the other ; or whether his easel pic- 
tures were the prodiid: of a later or more sophisticated 
taste than that which he displayed on the walls of Sta. 
Maria della Pace and the Casa Felucca, it can hardly be 
denied that the exquisite grace and refinement of his 
decorative paintings are absent from his work in oil. 
"Noah derided by Ham" (82) is no doubt a power- 82 
fully-painted pifture, but the subjeifl is a peculiarly un- 
pleasant one for realistic treatment, and the realism at- 
tempted here has not the redeeming merit of natural 
truth. For, carefully as the figures are painted, one feels 
that they were studied under conditions of light utterly 
remote from that of the landscape in which they 
appear. The flesh tints are luminous and lifehke, and 
the limbs well modelled, but the shadows are exaggerated 
and bear all the appearance of indoor effed. The help- 
less condition of inebriated Noah is well suggested, and 
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Ham, who approaches his father from the right-hand 
corner of the pifture, has a lifelike but unpleasant grin 
on his features. The landscape, which is most carefully 
rendered, includes a rocky waterfall on the left, with 
violet blue hills in the distance. The quality of the ira- 
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pasto, both in flesh and drapery, is smooth and solid. 

91 No. gi is a painting by Cesaro da Sesto, a Milanese 
painter of the sixteenth century, who occasionally 
imitated Raphael. So far as design and drawing are 
concerned, this work bears evidence of that tendency. 
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^t represents the Virgin with the Infant Jesus and 
St. John the Baptist, St. Joachim, and St, Joseph. 
■C"he composition of the centra! group (about half life 
Size) is eminently Raphaelesque and graceful, but all 
t>eauty of form realized in the pi<5ture, is marred by the 
charafterlstic failing of the Milanese School, viz., exag- 
geration of chiaroscuro. What with high lights, violent 
shadows, and dark background, these figures look as if 
thev had been painted by candlelight. 

No. 92 is a very unpleasant but noteworthy picture, 92 
attributed to Ambrogio Fossano (Borgognone),' and re- 
presenting Christ bound to a column. The figure, 
which is somewhat less than life-size, is nude to the waist. 
The flesh tints are rendered in brown and white, and 
relieved against a very dark background. The cheeks 
bedewed with tears, and sprinkled with drops of blood, 
recall some of the painful charatfteristics of early German 
Art when devoted to the illustration of sacred subjefts. 
This pifture was originally in the monastery of Santa 
Maria della Vittoria, in Milan. 

An example of Luini, representing the Virginand Infant gg 
Christ, with St. James, St. Philip, and other figures (98), 
bears an appearance of having been restored in parts, espe- 
cially the head of the Virgin and the architeftural canopy 
under which she is seated ; the pilasters and arch both 

' Born about 145^. The date of hU dewlv « \i,tvV.tiO"«w. 
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being painted a bright puce colour, which does not 
harmonize with the draperies. The Virgin wears a 
crimson robe and turquoise blue mantle, lined with 
green, while St. James and St Philip are draped in 
stuffs of rich orange and dark red. The background 
is an ideal landscape with conventionally blue mountains 
in the distance. The figures with long oval faces and 
half-closed eyes, have a dreamy, devotional look, but 
are otherwise devoid of expression. 

It is somewhat remarkable, that while Luini's easel 
piftures as a rule suflTer by comparison with his frescoes, 
the best example of his contemporary Marco da 
Oggione, whose frescoes have been already mentioned 
as inferior, should be on panel. His Madonna and 
Child, with St. John the Baptist, St. Paul, and an Angel 
99 (99), in scheme and quality of colour is almost Venetian. 
The figures are nearly life-size. The auburn-haired 
Virgin is very beautiful, and the aftion of the Infant 
Jesus, bending back with one arm round the neck of 
his mother, is full of childlike grace. St. John, whose 
hair is also of a reddish hue, is of a somewhat too 
effeminate type in feature for the ideal Baptist. The 
draperies are academical in arrangement and warm in 
tone, their hues passing from pale salmon colour through 
orange to deep crimson, which relieved against a dark 
brown background, produces a most agreeable harmony. 
In the centre of the pidure, behind the Virgin, is a 
strufture somewhat resembling the base of a windmill 
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-aised on a mined monument, on either side of which 
:he landscape is seen. 

Of Beltraffio (1467-1516), as a native of Milan and 
Dupil of Leonardo da Vinci, one would naturally exijeA 
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to find many examples in the Brera,' But the sin ^ ' \ 
04 pidturc attributed to him (104), though possessi^^j 
certain charatfteristics of the master, cannot with a .. ■ j i) 
certainty be called his work. It is a semi-nude figi^^ra 
of St. John the Baptist, with a dark grey mantle thro\— ^q 
carelessly over his loins and shoulders. The limbs ^B-fe 
well drawn and modelled ; the colour subdued a nd 
mellow, and the shadows soft and diffused, especial/? | 
on the features. 

to6 No. 106 is an interesting pifture by Andrea Solario, 
bearing the signature of the painter, and the date 1495. 
It was brought from the Church of St. Peter Martyr 
in Murano, and was the gift of the Viceroy of Italy in 
1811. It represents the Holy Family with St. Jerome 
and two attendant cherubim. The principal heads are 
grandly designed, and in spite of a certain tendency to 
hardness in the features, very interesting. The down- 
cast eyes of the adult figures tend to direcl attention to 
the Infant Christ, whose form is skilfully and beautifully 
modelled. The Virgin's complexion is unduly pale, 
possibly from the efteft of time, but the flesh tints 
throughout the rest of the pifture are well preserved. 
The hands are delicate and refined in drawing, and the 
draperies most carefully studied. There is no attempt 

1 " La Vierge de la famille Casio," by Belcraffio, which once formed 
part of this colleftion, and is engraved in Gironi'a work on the Brera, 
published in iSiz, is now in the gallery of the Louvre. 
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obtain efFedt by violent shadows, as in most 
mples of the Milanese School. The background 
in excellent specimen of ideal landscape, and the 
leral efFe(5t of colour harmoniousj if we except the 
e mantle of the Virgin,. which has been prcbably 




painted, and is now out of keeping with tiie chro- 
tic aim of the composition. 

Gaudenzio Ferrari is another instance of i: painter 
ose finished works in oil, pretentious in design and 
atmetit as they are, lack the charm and vigour of 
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execution which charaifterize his fresco sketches. His 
10^ " Martyrdom of St. Catherine " (107) is an elaborate 
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and carefully-studied composition, rich in dramatic 
'nterest, with life-size figures academically correift in 
'^'^awing and modelling. But violent action and exag- 
S'^rated shadows, hard features and crudely-associated 
Colour, combine to render this picfiure unattraflive. The 
'^ery skill and certainty of its execution become an 
*^ifence. It has all the cleverness and all the faults of a 
Sixteenth century Maclise. 

No. log is by Bernardino Lanini, a scholar of 109 
Gaudenzio Ferrari, who painted in the sixteenth century. 
It is a crowded group representing the Madonna and 
Child, St. Martha, St. Joseph, and other figures, all of 
life-size, and painted in a quasi-naturalistic style, but 
the angiohtti hovering above and holding up the 
curtains of a canopy, give the whole scene a stagey look. 
The flesh tints are luminous, but marred by heavy 
shadows. Crimson, sage green, dark blue, and white 
are the principal colours of the draperies. 

Later painters of the Milanese School seem in most 
instances to have amplified the errors and ignored the 
redeeming qualities of their predecessors. " The Nati- 
vity "(l 12), by Camillo Procacciiii, who died in 1627,15 112 
a case in point. Here the colossal figures appear as if 
they had been painted by candle-light, and the smooth 
finish of the execution only increases its vulgarity. The 
work of Procaccini's younger brother GiuUo Cesare is 
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21 Still worse. In his "Adoration of the Magi'' (121) we 
find forced shadows, coarse flesh tints, clumsy drapery, md 

22 exaggerated adlion. His huge " Magdalen " (122) looks 
anything but penitent. His "St. Carlo in Adoration 

28 (128) is distinguished by the absence of all religious 

2q sentiment, and his study of St. Peter (l2g) is a wretched 

performance. 



The Brera contains nine piftures by Daniele Crespi, 

who was a pupil of the younger Procaccini, and who was 

still painting in the first quarter of the seventeenth cen- 

iij tury. "Christ led to Calvary" (113), "The Baptism 

120 of our Lord" (120), and " The Last Supper" (146), 

14^ may be mentioned as examples of his style, which is 

painfully artificial and dramatic. In each and all of these 

works the flesh tones are utterly and perversely false, the 

shadows hard and black, and whatever inventive power 

may be displayed in such designs becomes degraded by 

the taste which guides it. 



Of the elder Crespi (Giovanni Battista, called II Ce- 
rano), i557-'633, there is one example only— a group 
of the Madonna and Child with St. Dominic, St. Ciithc- 
rine of Siena, and Angels (115). Excepting a portion of 
the Virgin's dress, there is scarcely any real colour in this 
pifture, which is chalky in its flesh tints and startling in 
its constant apposltioiv of tVitW a.v\d vit\\te. 
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Benedetto Crespi (called also 11 Bustino) shines by 
Comparison with his namesakes. His painting of the 
" Circumcision " (ll6) is decidedly superior to the works 1 16 
by whici) it is surrounded. The colours are mellow and 
well associated^ while in management of chiaroscuro it 
recalls some charaiSeristics of the Spanish School. 

A family group (139) by Carlo Francesco Nuvolonl, 139 
another Milanese painter of the seventeenth century, 
though weakly composed, contains some heads which 
are studied with skill and appreciation of charat^er; but 
the sacred subjeds treated by the same artist exhibit the 
usual faults of his school and period — extravagant aiftion, 
crude colour, and forced shadows. Of this kind of art, 
indeed, the Brera contains too many examples, which all 
point the same melancholy moral — all indicate the same 
"Waste of inventive power, the same misapplication of 
technical skill; all show the degradation to which Acade- 
micism can descend under the influence of a false 
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ROOM II. 

In the adjoining room the visitor will find himself 
surrounded by works of a very different class. The 
first in the Catalogue is an early and archaic example 
of the Umbrian School, bearing the signature of the 
painter Gentile da Fabriano, who lived between 1370 
and 1450. It is the " Coronation of the Virgin" (159). 
St. Mary bows her head reverently to receive the 
crown which Christ, sitting beside her, places upon it. 
Between them, the Holy Spirit hovers in the form of 
a white dove, while God the Father, represented by 
a venerable crowned figure, appears above and behind 
.them, surrounded by crimson-winged seraphim. These 
159 figures are all painted on a gold background, which is ' 
slightly incised with radiating lines of glory. Below, on 
a convex platform typifying the earth, and decorated with 
a minutely-painted diaper pattern, kneel angielelti playing 
musical instruments. They are clad in dark crimson 
robes and green mantles, both shaded with gold in 
" cross-hatched " lines. This pi<5turc, which was brought 
from a church near Fabriano, originally formed the 
central compartment in a large altar-piece, of which 
the other portions are in this Gallery, numbered respec- I' 
tively 190, 194, 279, and 281, all interesting specimens 
of early sacred art. 
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No. 162 in the same room is t 
eenth-century painters, Aiitonit 



joint work of two 
and Giovanni da 



\ 
\ 




urano. It consists of two rows of small arched panels, 
:h containing a figure about eighteen inches high — 
inted on a gold background. In one of these the Ma- 
nna and Child are represented. The Virgin has small. 
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delicate features and small eyes. The Child is large and 
fat. At the Virgin's feet kneels an abbot, painted on a 
much smaller scale and holding a crozier. In the other 
panels are figures of saints and apostles— all drawn with 
curiously short necks (which gives them a round- 
shouldered appearance), dumpy features, and attenuated 
hands. The colour of the draperies, which fall in elon- 
gated folds, is refined, and tender, and the patterns of 
embroidery, where introduced, are carefully detailed. The 
figures in the lower row stand, each in a kind of shallow 
pulpit reaching to the knees. On the pane, in which 
John the Baptist is painted, there is a distant view of 
mountains. 

164 Of a still earlier date is the small panel piflure (164), 
representing " The Virgin crowned by Christ and 
attended by numerous Angels." The figures, which are 
about eighteen inches high, wear robes enriched with 
delicate and beautiful patterns of gold on colour. Their 
features are rudely shaded. This work is attributed to 
Lorenzo Veneziatio, who painted in the second half of 
the fourteenth century. 

167 No. 167 is an interesting group of life-size figures, viz., 
" The Virgin and Child Enthroned, with St. Andrew, St, 
Sigismund, St. Ursula, and St. Monica " standing around, 
while three angioletti sit beiow playing musical instru- 
ments. This pifture, which is dated 1499, bears the 
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name, and is undoubtedly the work of, Bartolommeo 
Montagna, who was born near Brescia and died at Vin- 
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cenza. The flesh tints are poor, with black shadows 
and high lights on the features, which an; nevertheless 
full of expression. It is to be remarked that the feet 
are much more skilfully painted than the hands. The 
architedtural background is rich and carefully studied. 
The drapery is arranged in angular crisp folds. Behind 
the figures is a sky of gradated blue with conventional 
clouds. 

Among the most remarkable works in the Brera which, 
in spite of restoration, retain much to render them attrac- 
tive, may be reckoned the large and elaborate painting 
by Gentite Bellini (1426-1507), " St. Mark preaching at 
168 Alexandria" (168). Before the fac^ade of the Byzan- 
tine church or mosque which forms the background of 
the picture, a crowd of figures is assembled, among 
whom the Evangelist himself occupies but a modest 
position, standing en a little platform of steps inlaid 
with mosaic. In the group of listeners which gather 
round him the painter is said to have introduced many 
portraits of the Venetian confraternity of St. Mark, 
a fadh which is confirmed by the strong individual 
charadler noticeable in some of the heads. In the 
centre of the piifture veiled women are sitting. Be- 
hind them are Jewish Rabbis, and Turks with enor- 
mous turbans. The figures in the foreground are about 
one-third life-size, and those in the distance diminish 
proportionably. Some are introduced on the flat 
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terrace-roofs of buildings on each side of the piazza. 
The complete indiiFerence to obvious anachronisms in 
costume, &c., though of course shared by most painters 
of BelLni's time, is the more remarkable here, as the 
trep.traent of the subject is eminently realistic in aim. 
But we may well dispense with antiquarian proprieties in 
a design of such artistic excellence. This piifture was 
formerly in the Scuola di San Marco at Venice.' 




No. 172. "The Adoration of the Magi : The Virgin 172 
and St, Helena with the Cross," by Palma Vecchio 
(1480-1528). This pi(5ture has been so much damaged 
by repainting, that, but for the name of the master, it 
might be passed over without notice. It was originally 
in a church in the Island of St. Elena, near Venice, and is 
mentioned by Vasari, Ridolfij and other authors. 

' According to Messrs. Crowe and CavalcajcUc, the fronr part of 
ihU work has been entirely repaiuied. 
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" St Ursula and her Virgin Companions " (173) . This 
is a large and symmetrical group of figures about two-thirds 
Jife-size, by Gtovatmi Martini da Udine (1500-1534), 
a pupil of Giovanni Brllini. Some of the heads arc 
painted with a certain sense of feminine beauty, and that 




of St. Ursula herself bears a curious resemblance to 
Queen Victoria when young. The features of her com- 
panions are well modelied but unfortunately lighted, so I 
that one side of each nose is definitely in shade, and the | 
eyes are generally wanting in expression. They all have 
fair hd.ir. Their robes, vj\\\d\. ite arranged in quaa- J 
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r naturalistic but ill-studied folds, display great variety of 
colour, viz., ultramarine, orange russet, and pinkish white 
\ shaded with grey. In the background is a sky of gradated 
I blue with conventional white clouds. On a pedestal below 
the figure of St. Ursula is the following inscription: 
- — -" Essendo Camerar magistro Anthonio Manzignel 
Mcccccvii." The pidure was brought from the church 
of St. Peter Martyr, in Udine. 

The next piflure in numerical order {174) is by an 1 
unknown hand. It represents " The Virgin and Child 
Enthroned, with St. Bernard and St, Francis " on either 
side. This is in many respedts an interesting work, 
and remarkable for the technical skill with which 
certain details, especially the marble and draperies, are 
treated. 

It is hardly necessary to remind the amateur that 
Giacomo Raibolini was the son and scholar of the greater 
artist who bore the same patronymic, but who is better 
known to Englishmen under the familiar name of Francia. 
No. 175 is a large pidlure by the younger Raibolini, who 1 
painted in the firft half of the sixteenth century, and a 
glance will suffice to show how widely he departed from 
his father's style. It is executed on panel with an arched 
top. In each corner of the foreground are life-size 
figures of armed knights bearing banners. At a short 
distance behind, the Virgin, whose features aire Kalf \j\ 
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shadow, sits enthroned oi 
ranopy, the curtains of 



clouds under a dark green 
which are drawn back by 
cherubim. She bears the Infant Christ on her left knee, 
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while a group of virgins kneel at her feet. The head' 
of the knight in the right-hand corner is finely conceived, 
but the features of the ot\ve.T &.ijjUt?s -m^ deficient ia. 
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interest The shadows are heavy and opaque, and the 
flesh tints are crudely opposed to the sombre back- 
ground. One is thankful for the glimpse of sky which 
alone saves the pifture from greyness and gloom. It is 
signed and dated 1544, and was brought from the 
church of SS. Gervaso and Protaso in Bologna, 

No. 176 is a large and important work by Baldassare 176 
Carrari, who painted at Ravenna in the early part of the 
sixteenth century, and, according to Lanzi, was the friend 
and imitator of Nicolo Rondinelli. The figures in this 
composition are somewhat larger than life. The Virgin 
Mary sits enthroned on a marble pedestal richly inlaid 
with mosaic, and resting her feet upon an elaborately 
embroidered tappito. Above is a large aichitei5tural 
archway, through which blue sky and distant mountains 
are seen. On either side stand St. Nicholas of Bari, 
Sr. Augustin, St. Peter, and St. Bartholomew. At the 
foot of the pedestal are three infant and wingless angels 
playing musical instruments. The figure of St. Augus- 
tin in the right-hand corner is grandly designed. 
There are no cast shadows, but the features are careiully 
modelled, and the draperies fall in narrow, well-defined 
folds. Some portions of the pidlure taken singly are ex- 
cellent in colour, but there is a want of chromatic har- 
mony in the composition as a whole. 

No. 177 is a curious and well-preserved painting by 177 
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Nicolo Rondinelli, a pupil of Giovanni Bellini, born at 
Ravenna in the latter half of the fifteenth century. It 
illustrates an ancient ecclesiastical tradition that St. John 
the Evangelist, clad in episcopal dress and bearing a 
censer, appeared to Galla Placidia in the church which 
she had dedicated to him at Ravenna. On the altar is a 
piflure of the Madonna and Child, painted on a gold 
ground and enclosed in a gold frame. One may trace 
the influence of Bellini in certain qualities of the work, 
but the aftion of the figures is constrained and awk- 
ward. 

The School of the Romagna is inadequately repre- 
sented at the Brera. In Marco Palmezzano's "Coro- 
178 nation of the Virgin " (178), although the composition 
is formal and severe, great grace of aiftion is noticeable 
in the figures, which are about half the size of lift. 
But the flesh tints are poor, the shadows black, and 
the draperies complex in fold and inferior in execu- 
tion. This pidure, which bears the painter's signature, 
was brought from the Church of the Osservanti, near 
Cotignola. 



One of the few examples of the Tuscan School in the 

179 Gallery is a large and interesting pit5ture (179) by Ste- 

fano da Ferrara (called also Falzagalloni), who painted 

towards the close of the fifteenth century. It represents 

the Virgin and Child with a female saint on either side, 
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enthroned on a curious oftagonal pedestal) the upper 
shelf of which is separated from the lower by eight 
round balusters or legs, between which is seen a distant 
landscape. The base of the pedestal is filled with panels 
carved in low relief on a gilt ground. The Madonna 
herself sits in a semi-oiftagonal niche, richly decorated 
■with gold and colour. It is remarkable that these enriLh- 
ments, though carefully detailed, are by no means intrusive 
— as they frequently seem in works of this class. The 
colourof the pifture is excellent and harmonious through- 
out, and the draperies bear evidence of accurate study. 
The figures are nearly of life size, and the painting is 
on panel. 

No, 180 bears the signature of Nicolo da Foligno, an 180 
Umbrian painter better known as Nicolo Alunno, and 
is dated 1465. It represents the Virgin and Child 
enthroned, and surrounded by angels. This piiflure, 
which is executed in tempera on a gold background, 
originally formed the central portion of an "ancona" in 
the Church of the Conventuali di Cagli. It consisted of 
fourteen compartments, of which six more (numbered 
respediveiy i6o, l6l, 183, 200, 276, and 278) are also ifio 
in the Brera. The Virgin, whose figure is about two- 161 
thirds life-size, wears a mantle of greenish blue, while ^°3 
the robes of* the angels are of sage green and rose ^°° 
colour. The draperies are carefully painted, and the ' r, 
mosaic inlay of the throne and pedestal is elaborately 
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detailed, but in the treatment of human features the 
work has little interest. 




Near it hangs another example of GiacomoRaiboliri 

i8i viz.: i8l "The Madonna enthroned, with the Infaxs 

Christ, and St. John tUe Baptist." Below are Si 
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f Anthony, St. Sebastian bound to a tree, St. Barbaziano, 
I and St. Jerome. The arched top and general arrange- 
' ment of this pidlure suggest the idea that it was painted 
as a companion to No. 175, already described, but here 
the infant angels bearing the canopy over the Virgin's 
head are partly draped, and the canopy itself is crimson 
instead of dark blue. The heads are generally void of 
expression, the draperies ill-arranged, the lights scatteredj 
and the shadows heavy. The whole presents a marked 
contrast to the mellow colour and refined treatment of 
Falzagalloni's work (179). It was brought from the 
Church of St. Barbaziano, in Bologna. 

No. 182 is an ugly but carefully modelled portrait of 
a man (life-size), bearing the signature of Filippo 
Mazzola (called also Delle Erbette), a Lombard painter 
of the fifteenth century. It is executed on panel. 

One of Marco Palmezzano's pii5tures has been already 
noticed. No. 185 is a signed work by the same hand, 1 
represenling the Madonna enthroned with her Infant 
Son, and surrounded by St. John the Baptist, St. Peter, 
St. Domenic, and St. Mary Magdalen, The figures 
are about two-thirds the size of life. The Virgin wears 
a mantle of dark greenish blue, while that of the 
Magdalen is a beautiful rose tint. The draperies, 
which fall in small crisp folds, the carving of the 
throne on which the Virgin sits, and the marble iniay 
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of the pavement are all studied with elaborate care, 
and the sense of colour throughout the work is re- 
fined, but the flesh painting is dry and mechanical. A 
conventionally treated landscape forms the background. 
The pifture is painted on panel, and bears the date 

More naturalistic in aim, if less pleasing in colour, is a 
group by the Umbrian painter Fra Carnovale, or as he 
is here called Bartolomeo Corradini, who painted in 
the latter half of the fifteenth century. Federigo di 
Montefeltro, Duke of Urbino, clad in armour but 
bareheaded, is kneeling before the Virgin and Child, 

187 attended by saints and angels (^87). The features of 
the principal figures are full of character, and remarkable 
for the sombre and embrowned tone of the flesh tints. 
The background is a grand architectural composition with 
coloured marble pilasters and panelled arches above. 
This pifture, which was brought from the church of St. 
Bernardino near Urbino, forms the subjeft of a special 
notice in Crowe and Cavalcaselle's ** History of Painting 
in Italy," where some doubt seems to be implied whether 
it can be correftly assigned to Corradini. 

The next pifture will be examined with interest as a 
signed work by Giovanni Sanzio, the father of Raphael. 

188 The subjea is "The Annunciation" (188). The 
Virgin stands under an arcade in an attitude of reverence, 
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while an angel kneels outside bearing a Hly. Above the 
head of the angel and on a golden-coloured disk bordered 
with a circle of prismatic colours. Is seen the head and 
shoulders of a figure representing the Almighty bearing 



I 



58 Pictures in the Br era Gallery. 

z\\ orb in His left hand and holding up His right in the 
adt of benediction. Little or no physical beauty is 
realized in the features of this group, which is neverthe- 
less instindt with devotional feeling. The colours are 
vivid and somewhat crude in quality, the draperies care- 
fully rendered, and the architefture drawn in corredt per- 
spe(5bive. The distant landscape, with its luminous sky 
crossed by conventional clouds, is strongly suggestive of 
Raphael's early manner. 

Near this hangs a painful example of Carlo Crivelli, re- 
189 presenting " The Crucifixion " (189), a work conscien- 
tiously careful in finish of detail (note the graining or 
the wooden cross), and elaboration of background, but 
hard and repulsive in the delineation of human features. 
This picture was brought from the church of the 
Dominicans at Camcrino. 1 

A more pleasing and certainly more charaAeristic 
specimen of the same master is " The Madonna and 
193 Chiid" (193), where the decorative accessories which 
Crivelli dehghted to introduce are carried to the verge 
of gorgeousness in realistic portraiture of fruit, flowers, 
and richly embroidered stuffs. But dexterity of this 
kind, however great, fails to secure the admiration com- 
manded by works in which similar skill is devoted to a ' 
nobler aim, and refined sentiment takes the place of mere 
imitative power. 
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r " The Magdalen" (No. igo), attributed to Gentile da 
Fabriano, is a single figure of half life size, posed some- 
what awkwardly. Here we find rose pink and light 
violet draperies, relieved by a white lining The back- 
ground is gold. It is painted 
on panel, and evidently forms 
the companion to 194. 

No. igi is a large and inte- 
resting pi(5ture by Cima da Co- 
negliano, the Venetian painter, 
who was born in the latter half 
of the fifteenth century. Under 
an architectural porch or arcade 
St. Peter, martyr, in a friar's 
robe, stands on a pedestal, with 
St. Augustin (also in the dress 
of his order) and St. Nicholas 
of Bari on either side. From 
the figures, which are life- 
size, cast shadows fall. In 
the distance is a carefully- 
painted landscape, representing 
the side of a lake skirted by a road, with mountains 
beyond. 

Owing to the quiet charaifter of the drapery in which 
two of the figures are clothed, and the fad that the archi- 
tefture surrounding them is of white marble, there is 
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little or no positive colour in the composition, with the 
exception of the blue dress of an infant angel at the foot 
of the pedestal, which thus becomes obtrusive. It is to 
be remarked in this piiiture, as in No. 179, that a scien- 
tific application of perspeflive to the architei5tura! portions 
has led the painter into a curious error, which would 
probably have been avoided if he had trusted to his eye 
alone. Vasiri saw this picture in the monastery of the 
Corpus Domini at Venice. 

Hung near this work is a single figure of St. Francis 

1 94 of Assisi (half life-size), by Gentile da Fabriano (194). 
The saint wears a friar's habit, and stands with his arms 
crossed on his breast. The background is of gold, but 
there is a suggestion of nature in the shrub and flowers at 
his feet. This pidure was brought from the church of 
the Osservanti di Valle Roniita, near Fabriano. 

A variation from the ordinary treatment of the subjeft 
may be noticed in the " Annunciation " by Timoteo della 

195 Vite (195), the pupil of Francia and an imitator of 
Raphael. Here the Virgin, instead of kneeling in her 
chamber, stands in the open country with a landscape 
background. On her right is St. John the Baptist, re- 
presented as a man of middle age, while the youthful St. 
Sebastian is bound to a tree on the left. Above the 
Baptist's head is seen an angel descending with the divine 
message. In the centre of tKc sk^ the Holy Spirit 
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hovers in the form of a dove, accompanied by a clierub 
bearing a cross and surrounded by clouds.* The aiftion 





lif the principal figures in this group, whfch are life-size, 
andindeed the whole sentiment of the design, is eminently 
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Raphaelesque; features and limbs are modelled with 
academical- correiftness, and a due regard for trans- 
parency in the shadows. This pifture is mentioned by 
Vasari. 



1 96 No. 196 is the joint work of Francesco and Bernardino 
Zaganelli, whose names and the date 1504 are inscribed 
on the pi<5ture. The Madonna is enthroned with the 
Infant Christ on her knees (holding a rose in His hand), 
and attended by St. John the Baptise and St. Francis of 
Assisi. Above the Virgin's head is a rich canopy of 
marble overlaid with gold, under the arch of which a 
slight tint of gradated blue suggests rather than repre- 
sents the sky, St. John and St. Francis stand in front, 
but not in the same plane of sight, which is unusual. 
Botli these figures are curiously brown in tone, and tiiere 
is but little difference between the colour of their dress 
and their complexions. Whatever fault may be found 
with this accident in itself, it certainly has the effedt of 
giving great value to the colour of the Virgin's blue 
mantle and the crimson drapery at her feet. The floor 
is paved with small squares of richly-veined marble. 
The whole picture is painted with great taste and know- 
ledge. It is executed on panel, and was brought from a 
convent attached to the church of St. Apollinaro Nuovo, 
in Ravenna. 

/^7 In Marco Palmexzano'i " NiUvity of Christ " (197), 
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\ we find hard prosaic modelling and unpleasant flesh tints. 
[ The background is half architeftural, half landscape. A 




pilaster to the left of the pifture is elaborately decorated 
with arabesque ornament in vivid colours, which are 
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destrudiive to the efFeft of the rest, and have all the 
appearance of modern restoration. This work, which 
bears the name of the painter and the date 1492, is 
painted on panel. 

The name of Nicoio Pisano is given to a pi(5lure of 
: the Ferrarese School (198), representing the Madonna 
and Child enthroned, and accompanied by St. Helena, 
St. James of Galizia, and three angels. This painter, 
who is described in the catalogue as living in the 
sixteenth century, must not, of course, be confounded 
with his more distinguished predecessors of the same 
name.^ The work is corredl and refined in drawing, even 
In execution, and transparent in shadow, but deficient 
in artistic quality of colour. It was brought from the 
Oratorio della Morte, in Ferrara. 

The large and vulgarly designed pitfture (202) attributed 
to Girolamo Genga,who lived 14^6 — 1 5 5 1 ,apupilof Luca 
Signorelli, might, from the stjle of its execution, be taken 
for the work of a late seventeenth century painter. It re- 
presents the Madonna and Child surrounded by saints and 
doftors of the church, while above, angels, in the presence 
of the Almighty, are scattering flowers. The background 



' Nicn]6 Pisano, the celebrated sculptor and archiceft, was born 
in the early part of the thirteenih century ; Viitor Pisano, of VerODS, 
the equally well-known painier, was barn in the latter ha!f of the 
fourteenth century. Nieol6 Pisano of Ferrara would seem lo have 
teen an artist of compaTativc obscurity. 



Room II. Francesco ZaganelU. 65 

is black, or nearly so. This pidure was brought from 
the church of St. Augustin, in Cesena. The value of 
Vasari's taste in pii51:oriaI art may be estimated by the 
fatft that he describes it as "a truly beautiful work and 
one which well merits to be much esteemed." 

The painting numbered 203 is by Francesco ZaganelU 203 
di Cotignola, the elder of the two brothers whose joint 
work (196) has been already described. It represents 
the Madonna seated under a niche with the Infant Christ, 
and attended by St. Francis and St. Nicholas of Bari, 
The features of all these figures, and especially of the 
Child, are ill-drawn and ugly. Halftones and shadows 
seem to have faded from the blue robe of the Virgin, 
which is now unpleasantly pale in colour, while the deco- 
rative portions of the piflure are so vividly defined as to 
suggest the probability of their having been restored. 
This work, which is executed on panel, bears the name 
of the painter and the date 1505. It was brought from 
the church of the " Riformati," in Civitanova. 
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la the next Gallery (Sala III.) the visitor will find 
many interesting piiilures of the Venetian and Brescian 
206 Schools, The first in the Cataioguc (206) is, however, 
a somewhat unfortunate specimen of Alessandro Bon- 
vicino, commonly called II Moretto di Brescia, who 
painted from 1524 to 1556. It is divided, like many 
works of the same class, into two portions, one ter- 
restrial and the other celestial. In the lower half are 
represented (about two-thirds life-size) St. Jerome, St, 
Anthony the Abbot, and St, Francis of Assisi. The 
last is a dignified figure, full of devotional feeling, 
and by far the best in the group. The attitude of 
St. Jerome is artificial and dramatic, with forced shadows 
on his features and on the drapery round his loins. 
The upper half of the composition is occupied by a 
group of the Madonna and Child surrounded by che- 
rubim. The Virgin is somewhat affefted in pose, 
and indeed this portioti is so inferior in execution chat 
it suggests the work of a modern brush. The pi(5lurc 
was brought from the church of St. Bernardino a Gar- 
done, near Brescia. 



207 



No. 207 is by Calisto Piazza, known also as Calisto 
3 Lodi, a pupil of Titian, who painted in the first 



half of the sixteenth century. It represents St. Ste- 
phen crowned by two infant angels, and attended by 
St. Augustine and St, Nicholas of Bari, all life-size 
figures. St, Stephen wears a priest's vestment of an 
orange hue ; St, Augustine one of a crude green ; 
white St. Nicholas of Bari is robed in cold crimson, 
verging towards violet. This is a most unfortunate 
combination of colours. The chiaroscuro is very violent 
throughout, and the cherubim bearing St. Stephen's 
crown look as if they had been painted by candlelight. 
This pifture, which is unfortunately damaged by blisters, 
was brought from the church of St. Benedetto in Bergamo. 

The Brera contains some admirable examples of Paul 
Veronese, but the first on the list (208), " The Baptism 208 
of our Lord," is not worthy of the great master to 
whom it is ascribed. It is a large pifture with scattered 
lights, and showing no study of composition. The 
attitude of Christ, who is standing in a brook, and 
startled by the rays which emanate from the Holy 
Spirit hovering over His head in the form of a dove, is 
deficient in dignity and sacred charafler, while the angel 
who is alighting on the earth is unpleasantly suggestive 
of the stage. Nor is there any redeeming excellence in 
the landscape, which is poor and commonplace. 



It is a relief to turn from this pidure to the rich 
and beautiful composition by Bonafazio, " The Infant 
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log Moses presented to the Daughter of Pharaoh " (209). 
Akhough neither the crowd of figures depi(5ted on this 
canvas, nor the landscape in which they are assembled, 
is in the least suggestive of the incident which the 
painter selefled for illustration, a poetical license may 
fairly be accorded to work in which the poetry of form 
and colour is real'zed wth such surpassing excellence. 
In place of an Eg) pt a pr ncess attended by a swarthy 




.-^rinue, we find a Venetian lady surrounded by fair 
dames and gallant courtiers of the sixteenth century, 
and instead of muddy banks and bulrushes, Bonifazio 
gives us a charming landscape under an Italian sky. As 
might be expefled in an example of this school, warm 
tints predominate, but a detailed examination of the pic- 
turesque costumes introduced will show how ingeniously 
the orange and russet browns and toned crimson stu(^ 
are opposed to dark blue, dark green, and black velvets. 
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I The faces of the figures (about half hfe-size) are nearly 
all in broad hght and are full of expression. In a group 
to the left of the foreground, a young man lies on the 
ground, looking up at his nnstress, who sits beside him 
in an exquisitely beautiful dress of amber-coloured silk 

k barred with sage green stripes, her shoulders covered 
with a muslin fichu delicately embroidered with gold. 
in action all the figures are graceful and interesting, save 
jBne, a stout man who occupies a conspicuous position in 
Hie middle distance, his portly frame wrapped in a robe 
which closely resembles a modern dressing-gown. He 
wears a red fur cap, and his whiskers are shaved oiF 
abruptly halfway down the cheek. These accidents of 
costume combine to give the figure a grotesque appear- 
ance out of keeping with the rest of tlie scene, which is 
otherwise full of grace and beauty,' 

Among the reputed pupils of Giorgione was Giovanni 
Busi, better known as Cariani, who lived from the close 
bfthe fifteenth to the first half of the sixteenth century. 
The Brera contains two works attributed to this painter, 
jifho is noticed by Lanzi, but whom Vasari does not 
hcntion. The first is 210, in which the Virgin is 210 
Represented seated on a raised tlirone in open country, 
with the Infant Christ on her knees, attended by St, 
Joseph, St. Philip Benizzi, St. Grata, St, Adelaide, St. 
» Apollonia, St, Augustin, and St. Catherine. Behind the 

the Archbishop's Palace al Milan. 
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Madonna two amorini hold up a canopy of crimson 
drapery. Above her head cherubim and infant angels 
emerge from a cloud, while others sit at her feet. The 
figures are nearly life-size, and some of the saints' heads 
are admirably designed, with great individuality of cha- 
rafler. Portions of the piifture realize all the excellence 
of the Venetian School in point of colour, but the lights 
are unfortunately scattered and diffuse, which is a great 
drawback to the genera! harmony of the pifture. It was 
brought from the church of San. Gottardo in Bergamo. 



212 " The Baptism of Christ " (212), attributed to Paris 
Bordone, the pupil of Titian, is by no means a satisfac- 
tory example of that master. The life-size figures in 
this composition, whether regarded in an artistic sense, 
or judged by the standard of natural effed:, have no more 
definite relation to the landscape in which they appear 
than the conventional foreground has to the mysterious 
moonlight effefl of the extreme distance. The flesh tints 
are unpleasant and the shadows forced, while the white 
drapery introduced seems false alike in tone and 
texture. 

Differing widely, both in style of design and method of 
execution, is the next painting, ascribed to Paris Bordone, 

216 and numbered 216 in the cncalogue, "The Virgin Mary 
and Apostles awaiting the Advent of the Holy Spirit." 
Here the figures are but half the size of life, and look 
smaller, owing to the large proportion of the vestibule in 




which they are represented sitting. Dexterously as this 
work is handled) with its academical drawing and smooth 
itnpaslo, there is a want of life and nature in the scene, 
while the colour, though fine in certain details, suffers hy 
injudicious distrihution ; as, for instance, in the crimson 




aid sage green draperies, which appear apposed in the 
left-hand corner. 



Paul Veronese's magnificent pifture, " The Supper in 
the house of the Pharisee " (213), occupies a conspicuous 213 
place in the third room, and in its general arrangement 
will remind the visitor of similar works by the same 



I 
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hand. The guests are seated at two L-shaped tables 
disposed on each side of a grand hall, the archicedtural 
features of which are studied with great care. In the centre 
is seen, at a distance, an arched doorway, leading into a 
garden witii a landscape beyond. Mary Magdalen kneels 
at the feet of the Saviour wiping His feet, with the broken 
pot of ointment beside her. The figure of Christ is 
dignified in attitude, but it is a dignity of a thoroughly 
human charafler. The figures are admirably grouped, 




their aftion generally is easy and life-like, and the head 
of one of the guests who In rising turns round to look 
at our Lord is full of expression and earnest thought. 
The painting is mellow in quality and cool in tone. The 
draperies are somewhat heavy in fold for Paul Veronese, 
and the shadows incline to opacity. This pifture, which is 
painted on canvas about twenty feet long by nine feet high, 
was brought from the convent of St. Sebastian at Venice. 

Giov. Battista Moroni's lIfe-sIze"PortraItof the Mayor 
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of Bergamo" (214), which bears the date 1565, though jj 
charafleristic and interesting, does not exhibit the admir- 
able quality of work which distinguishes examples of 
the same master in our English National Gallery. The 
figure is a three-quarler length with a background of 
ruined wall, showing a peep of blue sky in one corner. 
This portrait is mentioned by Ridolfi and other authors. 



No. 215, "Jesus recognized by His Dirciples at c 
EmmauSj" is a long picture by Bonifazio hung as a 
pendant to No. 205, and containing the same stout 
figure noticed in the latter work, though here dressed in 
a puce-coloured tunic with a white collar and scarlet 
cap. With the exception of the head of Christ and 
that of the disciple who sits on His left side (both of 
which are finely conceived), the piflure suggests no ele- 
ment of religious feeling, nor indeed does it recall the 
incident recorded in the New Testament with any more 
fidelity than the Italian garden party depifled in No 
20g represents the finding of the infant Moses. The 
artistic quality of each work must, in short, be regarded 
independently of the subject, and with i\\\^ proviso th.Qrz 
is much to admire in both. Note the glimpse of distant 
landscape seen under an arcade to the left of this pidure. 
There is a pretty touch of nature, too, in the little inci- 
dent of a child offering cherries to a dog in the fore- 
ground ; though it must be confessed that the animal 
looks rather like a stuffed one. 
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Three works attributed to Tintoretto {1512-94) are 
217 hung ill this room. The first (217) is a powerful life-size 
sketch of the dead Christ, surrounded by the two Maries 
and St. John. It is executed almost in monochrome, the 
flesh tones having little or no local colour, while the 
draperies are white or brown, relieved only by few 
touches of crimson. The whole piftoria! efffefl: depends 




on chiaroscuro, and that Is so violent that the 
the Saviour are scarcely distinguishable in the shadow 
which falls on them. Nor is this gloom redeemed by a 
single touch, of pathos. Huge tears, indeed, are falling 
down the faces of the Virgin and the Magdalen, but thev 
wear no other trace of grief, while the blood-stained 
chest and limbs of the principal figure inspire more 
of horror than religious awe. This painting was 
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•ought from the church of Sta, Maria dell' Umilta in 
Venice. 




o. 218 is a signed work by Giov. Battista Moroni, 1^ 
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ti'td. ^iVirh ±e sxcsrnon of rie whirc scarf which 
ffoacs rocnd the snouiders oi ±e ^'Irgin, and rhc 
c\ond% on which she stancs* me g-eatcr p uit iun of this 
ijiCTjre :s cold and greVy :n spire of rhe local colour 
siJODiied br dnrercs. The action of the fitf ur e s below 
is v:oler.t and drimarlc. Ir will be renarked that all 
rheir heads are rhrcwn into shadow, and even the 
V:rg:r/> feamres are in halftone. The general effcd 
is darJc and untJieasant. 

2j^ The paintings numbered respectively 2ig, 220, 

220 and 221, forming 1 huze trrptych, are the largest, 

221 but by no means the nnest examples of Paul Vero- 
nese, in the Brera. Their excellence is of an essen- 
tially scenic chiracrer. Sacerdotal vestments, clouds, 
armour, musical instruments, trees, architedure, and ex- 
amples of animal form all struggle for pre-eminence. 
The Adoration of the Magi is represented in the central 
compartment. 

The principal figure in the retinue, or perhaps one of 
the magi themselves, occupies a conspicuous place in the 
centre of the scene and wears a large ugly turban. A 
camel's head looking round the comer at St. Joseph is 
almost comical in expression. The Virgin, who is beau- 
tiful, but whose beauty may be described as of a rather 
commonplace order, is lost in the crowd The side 
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"^^ings of the triptych are occupied by figures of SS. 
CSregory and Jerome on one side, and SS. Ambrose and 
-A.ugustin on the other, all dressed in ecclesiastical robes 




and evidently studied from living models. Over the 
heads of each pair are angels playing on musical instru- 
ments, their feet as firmly planted on the clouds below 
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as on the floor of an orchestra. The chromatic efFeft of 
these side wings is undeniably excellent. Thatof thecen- 
tral compartment, it \3 d\flvcult to estimate at present, as 
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the colour has, from some cause or another, sunk to a 
dead surface. 

The single example of the younger Palma, who, it 
will be remembered, lived between 1544 and 1628, and 
was the nephew of Palma Vecchio, is a sketch rather 
than a pidture. It represents angels bringing flowers to 
St. B:;ncdiiit (222}, who lies on a most uncomfortable 222 
bed of brambles. There is no trace of religious senti- 
ment in this composition, and the heavenly messengers 
are painfully suggestive of the ballet. Seen across the 
room, v^-here the slovenly execution of the work is not 
apparent, the general effed: of colour is pleasant, but a 
closer inspeftion will only reveal deficiencies in skill and 
errors of taste. The figures are about two-thirds the size 
of real life. 

Among the few examples of the Veneto-Brcscian 
School in this Gallery, the single pidture (224! attributed 224 
to Girolamo Romani, better known as II Romanino, 
who painted in the first half of the 16th century, must 
not be overlooked. It represents the Madonna (life 
size) adoring the Infant Saviour, and attended by St. 
Francis of Assisi witli other saints and angels. The 
aftion of these figures is somewhat constrained and 
affedled, but the heads, with one exception— that of the 
Child — which seems to have been studied from a singu- 
larly plain model — are finely designed. The Virgin's 
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features are very beautiful, and the painter has thrown 
them into full light. In other details the pitSlure is less 
fortunate, owing to heavy shadows and lumpy drapery. 
It was brought from the Capuchin Church of St. Ca- 
therine in Crema. 
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; The next work (225) bears the name of Calisto Piazza 
(da Lodi). It includes a group of the Virgin and Child, 
St. John the Baptist and St. Jerome, all somewhat 
larger than life, and exhibiting evidence of that decline 
in taste which dates from the i6th century. There is, 
indeed, no lack of power or skill in draughtsmanship, 
but the figures are ■wanting in dignity, and the pose of the 
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Virgin's right foot as it rests on the edge of the pedestal 
is unfortunately graceless. Nor is there any charm of 
colour to redeem these faults, for the flesh lints are hoi 
and unpleasant in tone, and the chiaro-oscuro needlessly 
exaggerated in depth. This piflure is painted on panel 
and was originally in the church of Sr. PVancis at 



It is curious and instruftive to compare Bonifazio's 
" Adoration of the Magi " (226) with Paul Veronese's 
paintingof the same subjed:. The great inventive power 
and dramatic handling of the latter work will command 
admiration from all who hold executive skill in design to 
be the highest aim of art ; but the simple grace and earnest 
feeling of Bonifazio's picture cannot fail to attradb those 
who prefer the more subtle qualities of taste and refine- 
ment in colour. The figures are life-size, very broadly 
painted; the light and dark masses of drapery being 
opposed to each other without much gradation of tone. 
The Madonna and Child are gracefully posed, though 
the robe worn by the Virgin hardly explains in its 
folds what appears to be an unnatural length in the 
right leg. The horizon is placed high in the composi- 
tion, and the distant landscape is very beautiful. This 
piifture is unfortunate in its frame, which is black 
and narrow. It would gain greatly in effeft by the 
substitution of a gold frame with mouldings of proper 
proportion. 
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Paul Veronese's grandiose treatment of sacred and ec- 
clesiastical suhjeds is again exemplified in the work num- 




227 bered 227, representing St. Anthony seated on a throne, 
the pedestal of which is decorated with alabaster panels 
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(admirably rendered). St. Cornelius and St. Cyprian 
stand on either side, and in front a page-boy kneels 
somewhat awkwardly, holding a large volume. Here 
the shadows are grey and forcible but transparent. The 
draperies are rather large in fold, and so far as the 
standing figures are concerned rather clumsy in arrange- 
ment. The scale is life-size. This pidlure was brought 
from the church of St. Anthony in the island of Torcello 
near Venice. 

This Gallery is so rich in good examples of Paul 
Veronese that the visitor will hardly care to linger before 
the one numbered 229 — a " Cena degli Apostoli." 229 
The figures are life-size, but the pifture is dull and 
uninteresting in colour, and unworthy of the great 
master whose fame is better represented by other 
works. It was brought from the Capuchin Convent at 
Padua. 

No, 230 is a fine composition by Tintoret. The 230 
centre of the piiflure is occupied by a cross, on either 
side of which stand or kneel St. Helena, St. Macarius, 
St, Andrew, St, Barbara, and two other figures, all 
grandly drawn and dignified in adtion. The flesh tints 
and shadows are warm ; the draperies broadly painted 
with strongly accentuated shadows, but bearing little 
evidence of study from nature. The colour generally is 
subdued and harmonious In tone, and the sky seen over 
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the heads of the group is dark and lowering. This piifture 
was formerly in the church of Santa Croce at Milan. 




Among minor specimens of the Venetian School at 
the Brera is one by Giovanni Contarini, who lived, in the 
latter half of the i6th century. His "St. Jerome at 



Room III. BonifCi 



'az!0. 



85 



' (231) be; 



the t 



; painter's name, but beyond this 231 
fad: it has httle to commend ir to notice. The figure of 
the Saint is life-size and is kneeling before a crucifix 
with an open Bible, by the side of a rock. The drapery 
is ill-studied and unpleasant in colour, resembling the 
hue which in modern millinery is called " mauve," The 
rest of the piifture is dark and gloomy in tone. It was 
brought from the conventual church of St. Jerome at 
,Serraval!e. 



Bonifazio's painting of the " Woman taken in 
Adultery " (233), though hung too high for detailed 233 
examination, reveals charms of colour which are 
thoroughly charaifteristic of the master. The figures 
{about two-thirds the size of life) arc draped in crimson, 
orange, and yellow, relieved by dark brown. The archi- 
tefture is most carefully rendered and the landscape back- 
ground very beautiful. It would seem that this pidlure 
was once incorreftly attributed to Palma Vecchio. 



Last in numerical order among tlie interesting works 
in this room (Sala III.) is a large and important altar- 
piece by Girolamo Savoldo, a Brescian pauiter, of whose 
career but little is known beyond the fa(5ls that he was 
of noble family, that he pra<5tised his art rather as 
an amateur than a professional artist, that he lived pro- 
bably between the years 1480 and 1550, and that his 
declining years were spent in Venice. This composition 
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'ij4 (234! consists of two ponions, in the upper half of which 
the Virgin, with the Infant Jesus on her knee, is repre- 
sented enthroned on clouds between two angels who are 
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clad in green robes and playing musical instruments. 
Below, and g:iz!ng upwards towards the heavenly group, 
are St. Peter, St. Paul, St. Dominic, and St. Jerome. 
These figures, all painted on a scale somewhat larger 
than life, are grandly designed and very dignified, de- 
spite the fad that in two instances the heads are some- 
what disproportionately large. The figures of the Ma- 
donna and Child hardly reach the same level of ex- 
cellence, and the apposition of the Virgin's blue mantle 
to the blaze of yellow light behind her is unfortunate ; 
but the robes of the angels are treated with a truly classic 
grace, and the countenance of the one on the right, 
looking downwards, is full of beauty and eariisst thought. 
The scheme of .f clour, if we regard the work as a 
whole, is admirable and worthy of the best period of 
Venetian art, while the peep of distant landscape dis- 
closed in the centre of the pidture, and including the view 
of a port with a quay, shipping, and mountains beyond, 
is rendered with all the refinement and conscientious care 
of a Turner, This pi(5ture, which may be regarded as 
one of the finest and most noteworthy in the Brera, was 
brought from the church of the Dominican Convent in 
Pesaro. 
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ROOM IV. 

In the adjoining apartment (SaJa IV.) will be seen an 
indifferent study of a single figure, about half the size of 
235 life, by Alessandro Bonvicini {235). It represents St. 
Francis of Assisi clad in the grey robe of his order. 
The shadows are forced and the treatment poor and 
conventional. 

2J7 No. 237 is a curious painting by Vincenzo Catena, 
an imitator of Bellini, who was born at Treviso in 

1470 and died at Venice in 15JI. ■■ It is a single figure 
about half the size of life, representing St. Stephen clad 
in priest's vestments and wearing a close-fitting chasuble 
of chocolate colour, enriched by two plaques ejnbroidered 
with green thread. The Saint's hair is arranged after a 
quaint and quasi-feminine fashion, in two pufFs, one on 
either side of the cheek, resembling the coifl^ure of Eng- 
lish ladies some thirty years ago. The eyes are small 
and the flesh tints pale, with warm shadows. Behind 
the figure is a landscape with a low horizon. Above is 
a sky of gradated blue. 

It is difficult to conceive how the very inferior pifture 
by Domenico del Riccio, a sixteenth century painter, has 
found a place on the line in this room. It represents 
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" St. Anthony the Abbot dividing a Loaf with St. Paul 
the Hermit" (240), and is the only work attributed to 240 
this artist in the Brera, but it is entirely destitute of 
artistic merit. It was brought from the church of St. 
Paolo Vecchio, in Verona. 

The Brera contains five -works attributed to Paris 
Bordone, of which two have been already mentioned. 
The third (241) is very peculiar in design and treatment. 241 
St. Dominic, kneeling on the ground, is presente'l by the 
Virgin Mary, who stands behind him, to the Redeemer, 
who is seen in a cloud above their heads holding spears, 
or what appear to be spears, in His arms. The oWique 
inclination of these spears^cut off as they are by the top 
of the picture, and taken in conjun(5i;ioii with the position 
of the figure — presents at first sight the general appearance 
of a swing, which, considering the sacred charaiiler of the 
subjedt treated, is most unfortunate. In the upper por- 
tion of the pitilure are seen at a distance ranks of armed 
angels. The aftion of the figures below is somewhat 
violent and dramatic. The draperies are complex in fold 
and graceless in colour. This work was brought from 
the Dominican church of St. Paul in Treviso. 

No. 242, though by no means faultless in execution, 242 

and doubtfully ascribed to Bordone, is more worthy of 
the painter's name, and in colour much more suggestive 
of the Venetian School. It represents the Virgin, ac- 
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compaiiied by the Infant Christ, offering a cardinal's 
hat to St. Jerome, At her side are St. Anthony, St. 
Catherine, and a female saint— all half life-size figures. 

Near this will be found four pidures attributed to 
Lorenzo IjJtto, the well-known Venetian or rather 
Bergamasque painter who lived between 1480 and 1560. 
244 The first in numerical order is 244, which bears his 
signature, and represents the Madonna accompanied by 
St. John and two angels who are supporting the deid 
Christ. This is a coarsely painted work, and unpleasantly 
crude in arrangement of colour, the Virgm's blue mande 
being apposed on one side to her crimson dress, and on 
the other, to the ochreous hue of St. John's robes. The 
figures are larger than life, and artificial in pose. 

2J3 The three other pictures by Lotto, viz., 253, 254, 
254 and 255 — are all portraits, and were presented to the 
"^SS Brera Gallery by King Vidlor Emmanuel II., in i860. 
The best is 254, an old man in a black dress. The 
female portrait (253) may be noted for the beauty of the 
costume rather than of the wearer. It will be observed 
that in ali three heads both sides of the nose are thrown 
into shade, thus giving undue prominence to that feature. 
The flesh tints have in each case a tendency to gloom and 
blackness- 
Admirers of Titian will scarcely consider the three 
ivorks which bear his name in this Gallery as fairly reprc- 



sentative of hts genius. 247 and 249 are two powerful 247 
but coarsely executed portraits of old men, which hang 249 
on either side of the signed pifture, 248, "St. Jerome in 248 
the Desert." The Saint, knecliiig on a rock in front of a 
crucifix, grasps a stone as if about to beat his breast 
with it. Near him are a skull and an hour-glass, symbols 
of time and mortality. The figure is less interesting 




than the landscape background, in which the foliage of 
trees is relieved against a blue sky and clouds which 
have once been white. Excepting this and the piece of 
crimson drapery that falls round the Saint's loins, the 
pidture may be almost described as painted in a mono- 
chrome of dark brown. It was brought from the church 
of Santa Maria Nuova, in Venicc: 
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ROOM V. 

We may now enter the Fifth Room (Sala V.), in which 

26 1 the first notable work is No. 261, a life-size picture of the 
"Madonna and Child," by Giovanni Bellini {1427-1516). 
The figure of the Virgin is half-laigth. Her features 
wear a serene and earnest expression ; the hands, which are 
well modelled wirh tapering fingers, are distinguished here 
as in agi— by that remarkable width across the back of 
the palm which has been recognized as a peculiarity in 
Belhni's designs. The Virgin is robed in a very dark blue 
— almost black — mantle, from beneath the folds of which 
a delicate puce-coloured sleeve peeps. 

Identical in general dimensions but differing consider- 
ably in style and treatment, are two works by Luca 
Signorelli (born at Cortona about 144I, and died in 
152J). In the first, the figures are about fifteen inches 

262 high. The subjeift is "The Flagellation" (262). In 
a court decorated with bas-relief sculpture, Christ is 
seen bound naked to a column, His loins covered with a 
striped material resembling a Roman scarf, while the 
executioners' nearly nude figures are similarly draped. 
To the right of the group is a man in a corselet of 
chain armour drawing a sword, while another dressed 
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like an Italian noble in the 15th century, is seated on a 
pedestal looking on. The principal figures, which are 
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about fifteen inches in height, are defined by a hard 
brown outline. The head of Christ is coarsely painted 
and inferior in expression. Both these piftures were 
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brought from tlie church of St. Maria del Mercato, 
at Fabriano. 

264 The ahar-piece numbered 264, by Andrea Mantegna 
(143 i-i 506), is one of the gems of the Brera. It is divided 




into twelve compartments with pointed arch-heads. In 
the principal one is represented St. Luke, seated writing at 
a round marble table. In the others are St. Benedidt, a 
bishop, St, Justina, and St. Scolastica, four half-length 
figures of saints, Christ rising from the sepulchre, 
the Virgin Mary, and St. John. The figures are about 
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*bne-third life-size, and painted on a gold ground. Two 
of them are dressed in episcopal vestments, which are 
rendered with exquisite delicacy and sense of colour, as 
may be noted in the dalmatic of puce silk with an em- 
broidered cross of sage green thread, and white skirts 
falling over scarlet slippers, &c. This beautiful work 
was brought from the church of S. Justina in Padua, 
and is mentioned by Vasari.' 

I\ Luini's "Madonna and Child" (265) is a very beau- 265 
pfully-conceived group with a lovely background of 
trelliswork and roses. This pifture, in which smoothness ' 

' Messrs. Crowe and Cavalcaaelle point out that the hand of St. 
Bencdift, with other portions oJ' liie pifturc, has been altered in resto- 
ration. The gildings, according to Brandolesi, were injured by liglii- 
ning in the eighteenth century and repaired. 
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of finish is carried to a fault, was formerly in the Certosa 
Convent, near Pavia, and afterwards passed into the hands 

of Signor G. Bianchi, from whom it was acquired for the 

Brera in 1825. 

Leonardo da Vinci's well-known crayon study for the 
267 head of Christ (267) will be regarded with interest when 
it is remembered that this is the only work which the Brera 
can boast from the hand of that great master whose name is 
so much identified with the development of Milanese art. 
How far the excellence of this slight sketch— for it is 
nothing more — has been overrated, towhat extentit may 
have been damaged by time, or ha\ e suffered from clumsy 
retouching, those who examine it carefully, and without 
blind reverence for Da Vinci's name, can best determine. 
Certain it is, that in its present state there is but little 
left to admire; not a single feature can be called satisfac-' 
tory in form, judged by the light of nature. The eye-' 
lids seem far too round and prominent ; the shadows 
beneath them are exaggerated in relation to the depth 
of shadow cast by the nose, the upper lip is de- 
ficient in modelling, and the hair of the head vaguely 
defined. 

269 No. 269 is a vigorous sketch in monochrome attri- 
buted to Andrea del Sarto (born at Florence in 1488, 
and died in 1531). It is the only example of this master 
i/i fhe Brera. 





Raphael's famous pidture of the Sposalizio (270) is 270 
too well known to need detailed description in these f 

pages. It is certainly distinguished by great refine- 
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ment of design, grace of form and colour, individual 
chara<5ter in some of the heads (that of the Virgin is per- 
haps the least interesting), judicious composition, and 
delicate finish ; while among minor merits may be men- 
tioned the faultless perspeiftive and accurate sciography 
of the architeflure. In point of taste its simplicity of 
treatment contrasts favourably with the more ambitious 
aim of Raphael's later inventions, and but for the estab- 
lished fai5l that he painted it at the age of twenty-one, 
it would be difficult to believe it the work of so young a 
man, even gifted with this artist's astounding genius. 

Nevertheless, the work at first sight is generally dis- 
appointing to cultivated judgment, and perhaps its very 
academical propriety tends to this result. The sentiment 
of the piifhure is serious without being solemn. No de- 
finite fault can be found with the distribution of its 
refined and delicate colour, yet it fails to charm by any 
accident of chromatic harmony. The figures are irre- 
proachably drawn and modelled, but they seem a little 
too conscious of their grace. The Virgin and her atten- 
dants all smile on the same approved pattern : all hold 
their heads slightly on one side, and all look out from 
half-closed dreamy eves. But in spite of these and other 
evidences of what may be called pidorial affetftation, the 
extraordinary skill of the whole design, and of its techni- 
cal execution, must be confessed as at once worthy and 
characteristic of the great master whose name is in itself 
a monument of art. 




Room V. Andrea Mantegna. 



99 



Mantegna's "Dead Christ" (273), is an extraordinary 11 
foreshortened study of a nude figure, across the lower 
half of which some drapery is thrown. Beyond the faiJt 
that the hands and feet are pierced with wounds, there is 
nothing to suggest the sacred charaifter of the subje<5t. 
On the left side of the composition two female heads in 
profile are introduced. The figure of our Lord is painted 
almost in monochrome. 




As examples of the early archait scnooisot painting 
Italy, the St. Jerome (274) and St. Domenic (279), by 2' 
Gentile da Fabriano, as well as the portion of an altar- 2; 
piece (272) by Giotto, are well worthy of examination. 
The latter, which bears the inscription op magistri iocti 
D. FLORA, was brought from the church of Santa Maria 
degli Angeli near Bologna, in the pidure-gallery of which 
town other portions of the original " ancona " still exist. 



loo PiEiures in the Br era Gallery. 

Near this hangs another work {281), by Luca Signo- 
28 1 relli, painted, like 262, on an arched panel, and re- 
presenting the Madonna baring her breast, with the 
Infant Jesus on her knee. She is clad in a dress of 
gold tissue, over which is a mantle of greenish blue, pow- 
dered with gold. The figures are about half the size of 
life, the flesh tints highly stippled, and the shadows light 
and transparent. A decorative border consisting of cheru- 
bim painted in red and gold surrounds the pidure. 



\ 
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ROOM VI. 

In the adjoining apartment (SalaVI.) hangs a charac- 
teristic and well-preserved altar-piece by Carlo Crivelli 
(283), representing the Madonna and Child enthroned 28 
between four saints, viz.— St. Peter and St. Dominic 
on one side; St. Geminiano and St. Peter Martyr on the 
other. The decorative accessories of this pifture, con- 
sisting of highly finished studies of fruit, &c., are more 

iborate than usual, and the embroidered patterns intro- 
duced in the draperies are of exquisite design; but the 
human features depiifted contain little or no elements of 
interest. St. Peter is hideously ugly, and in this respeiftj 

well as in the quaintly relieved treatment of his pas- 
toral staff, and the morse which fastens his cope, the 
English visitor will be reminded of the large and well- 
known work by the same painter which hangs in the Na- 
tional Gallery. The Brera pifture is signed, and bears 
the date 1482. It was brought from the church of the 
Domenicans at Camerino. 

Giovanni Bellini's " Dead Christ with the Virgin and St. 
John" (284), is a deeply interesting but painful pifture. 28 
The three figures are of life size, bur are visible only 
above the waist ; the lower portions being concealed by 
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a marble parapet. The body of our Lord, though life- 
less, is represented in a standing posture. Tlie features 
of the Virgin and St. John, whose grief is indicated by 
half-opened mouths, are repulsively plain ; and St. John's 
hair is arranged in sdff corkscrew ringlets on which the 
high lights are methodically defined. The flesh tints, 




which are poor and chalky, have been cross-hatched and 
stippled all over. The hands are greatly attenuated, the 
shadows grey, and the drapery disposed in crisp folds. 
On a cartellino below, which bears a partially effaced 
inscription, may still be traced the Latin couplet: 






j TURGENTIA LUMINA PROM ANT 
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In the background is a conventional!/ 'reated landscape. 
The pidure is executed on panel, and was presented 
(together with 297) to this Gallery in 1 8 1 1 , by Eugenio 
Beauharnais, then Viceroy of Italy. 




There are three examples of Carpaccio in the Brera, 
The first bears his name and the date 1514. It re- 
presents " St. Stephen disputing before the Synagogue " 
(288). Here, as in Gentile Bellini's "St. Mark preach- 
ing at Alexandria," the chief a(5tor in the scene takes no 
very prominent position on the artist's canvas. The 
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crowd of listeners are sitting under or standing near 
portico of Composite columns surmounted by arches, 
througR or beyond which other buildings are seen, with 
hills and trees relieved against a southern sky and fleecy 
clouds. The Do<5lors are attired, for the most part, in 
brown or scarlet robes, with black caps, while others 
dressed in blue wear white turbans. These figures are 
about a quarter life-size, their features full of charadier 
and expression. The arc hiteift tire is studied with 
Carpaccio's usual care, and the middle distance is admi- 
rably rendered. This pidure was brought from the 
Scuola di Santo Stefano, in Venice. 

No. 290, if rightly attributed to Palma Vecchio, is by 
no means a satlsfadiory specimen of the master. It is 
divided into three compartments, of which the central 
one is occupied by nearly life-size figures of St. Helena 
and Constantine standing on either side of a cross. 
In the side panels are St. Rocco and St. Sebastian. 
Owing to the large size of their heads these figures look 
dwarfed. They are moreover awkward in aftion, while 
the draperies are ill-arranged and slovenly in execution. 

The graceful group of the Madonna (297) seated with 
the Infant Jesus on her knees, before a curtain of pale 
green, with a lovely landscape in the distance, has all 
the mellow charm of colour and refined modelling 
which distinguish Giovanni Bellini's best work ; but the 
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blue mantle of the Virgin was sadly blistered, and the 
pifture generally required attention when these notes 
were made. It bears the artist's signature and the date 
1510. It was fornierlv in the Sannazzaro Gallery. 




Of the six works by Cima da Conegliano which the 
Brera Gallery possesses, there is none more charatfteristic 
of the master or more refined in taste and execution than 
300, In an open loggia enriched with details of cinque 
cento architedlure, St. Peter, clad in pontifical vestments 
and crowned with a tiara, sits enthroned before a niche, 
holding a processional cross in his left hand, while his 
right is raised in the ti.&. of benediflion. On one side 




ful angel playing on a lute. These figures, which are 
about half the size of life, are designed with great 
dignity and devotional feeling. The draperies are 
defdy arranged and the drawing admirable throughout, 
while the liberal use of positive colour is justified by the 



judicious introduftioii of white in the under-robes and 
tiara of St. Peter and in the clouds which float across rhe 
distant sky. The composition is well balanced without 
obtrusive formality, and the whole work may be con- 
sidered one of the gems of the colletftion. It was brouglit 
from the Church of Sta. Maria Mater Domini at Coneg- 
liano, and bears the name of the painter, though the sig- 
nature is scarcely discernible. 

I No. 301 is attributed in the Catalogue to a sixteenth ; 

"century painter, Filippo da Verona, It is an attraftive little 
piflurC) representing the Madonna and Infant Christ with 
St. Jerome and St. Francis. The features of the Virgm 
are very beautiful. Those of St. Francis, though life-like 
and full of charafler, are certainly deficient in devotional 
feeling. Behind each head is a flat gold nimbus. The 
sky above is somewhat curious in treatment, being of a 
dark grey colour and crossed with white fleecy clouds. 



The name of Marco Basaiti — who, as the contemporary 
and rival of Giovanni Bellini, painted between 1470 and 
1520 — will be familiar to English visitors, who may re- 
member two charming examples of this Venetian painter 
in the National Gallery. The " St, Jerome in the Desert " 
{302), which in the Brera Catalogue is ascribed to 
Basaiti, bears no resemblance to those works in style; 
and, according to Mes,srs, Crowe and Cavalcaselle, was 
painted by Cima. It is a small, but highly-finished pic- 
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ture, very warm In tone, with brown shadows. It appears 
to have been brought from the Church of San Daniele 
in Venice, and is painted on panel. 

J03 Near this is a piiSure (303) in three compartments 
which bear respeftively figures of St. Justina, a Pope, and 
a Bishop, each about one-third the size of life, and painted 
with a refined sense of colour. This was also brought 
from Venice, and originally belonged to a church dedi- 
cated to St. Justina. It is ascribed to Cima da Coneg- 
liano. Two small diptychs attributed to the same 

z%6 master may be noticed In this room, viz., a86, containing 
figures of St, Jerome, St. Nicola da Tolentino, St. Ursula, 

289 with another female Saint; and 289, in which we find 
St. Luke, St. Mary, St. John the Baptist, and St. Mark. 
The figures are all on a small scale, about six inches high. 
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ROOM VII. 

The Seventh Room (Sala VII.), though small, contains 
several remarkablcipidiires. 

One of the most interesting is {306) the single ex- jo6 
ample of Francesco Verlas, a sixteenth century master, 
of whose life and artistic career but little is known. 
The Madonna is seen enthroned, bearing the Infant 
Christ, and resting her feet on a curious bowl-shaped 
footstool of white marble richly inlaid with gold. In- 
stead of the crimson robe in which, according to pitSo- 
rial tradition, the Virgin is usually attired, she wears one 
of thick gold tissue, overlaid with a well-defined pattern 
in red thread. Her mantle is of dark blue studded with 
stars, and displaying a green lining as it is held back by 
two angels who stand behind her. At her feet two saints 
are kneeling. The scheme of colour in this composition 
is so harmonious and charming that It is disappointing to 
find an almost entire absence of physical beauty in the 
features of the figures introduced. This is especially 
noticeable in the countenance of the Virgin, while the 
expression of the two kneeling saints borders on the ludi- 
crous. The pidure bears the name of the painter and 
the date 1511 
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Another notable pifture in this room is Vittore Car- 

paccio's " Dedication of the Virgin Mary in the Temple " 

joy (307)- The figures are small but graceful m aiftion, nol- 

withstanding a little tendency to sdffiiess in the draperies. 

The drawing and colour are refined throughout, while the 




I 



building In the background, with its inlaid marble, domes, 
and spires, is studied with great attention to detail. Car- 
paccio- as will be remembered, was the contemporary of 
Giovanni Bellini, and one of the earliest masters of the 
Venetian School who worked in oil-colour, A companion 
piiflure by the same painter hangs near it, " The Marriage 
J09 of the Virgin" (309). Here the background is also archi- 
tc6tuTa\, and represent,s tVve mx.wWt qC -i. temple lined with 
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marble, the texture of which is deftly rendered with an 
admirable sense of harmony in colour. 

Close to this is a signed work by Giovanni Mansueti, 
a Venetian painter, who lived in the latter half of the 
15th century. The subjed is "St. Mark baptizing St. 
An^ano " (308). It is a tall, narrow pidure, and very 308 
archaic in treatment. The figures, which are about half 
life-size, appear on three different levels, some standing 
on the floor of the building in which they are represented, 
some on a^ staircase, and others on a gallery above. In 
this instance the figures are painted with greater skill 
than the architefture, which is coarsely delineated, and 
marred in effedt by an injudicious use of gold. This 
picture was formerly in the Scuola di S. Marco, at Venice. 

No. 315 is by Liberate da Verona, who was born in « j - 
1 45 1 and died in 1536, and is supposed to have been a 
pupil of Stefano dai Libri. It represents St. Sebastian, 
a life-size and nearly nude figure, bound to a tree-trunk. 
By his side lies a broken column, and in the distance is 
a Venetian canal. The figure is well drawn and modelled, 
but somewhat hard in outline. This pidure, which is 
painted on panel, was brought from the convent of the 
Dominicans in Ancona. 

This room contains some examples of the younger 
Bassano (otherwise called Francesco da Ponte) (1548- 
92) and his relative, Girolamo da Ponte, but they are 
hardly worthy of detailed notice. 
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ROOM VIII. 

Among the contents of the eighth room, in which works 
by the later masters predominate, may be mentioned 
Guido Reni's painting of "St. Paul reproaching St. 
324 Peter" (324). The figures are of colossal size and ably 
posed, but enveloped in gloom. The use of exagge- 
rated chiaroscuro (a pradtice which has been justly de- 
scribed as an evidence of the decline of taste in piiftorial 
art) may be noticed here in the immoderately high lights 
on the foreshortened fingers of St. Peter, and the forced 
relief of one leg against a nearly black background. In- 
deed, the whole sentiment of the piifture is of a dramatic 
kind, and reveals an aim in which the subjeft itself is 
sacrificed to a display of technical skill. 



Passing over a poor and garish example of the late 
325 Bolognese School (325) by Simone Cantarini, in which 
the Madonna is represented in a mantle of bright " Man- 
chester " blue falling over her knees and disclosing a 
mauve robe beneath, the visitor may turn to examine a 
curious work which bears the date 1499, and the signa- 
ture of Lorenzo Costa, who was born at Ferrara, in 1460, 
and died at Mantua in 1535. It is a long, horizontal 
piflure, painted on panel, and representing the " Adora- 
328 tien of the Magi " {328), a scattered composition in which 
the nearer figures are about twelve inches high. They 
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are for the most part ill-drawii and awkward in adion. 
The flesh tints have much faded in parts, and reveal a 
green under-painting. The costumes of the magi and their 
attendants are fantastic in form and colour. The land- 




scape IS ofli conventional type with striftly formal foliage, 
and blue mountains rising in the distance on either side 
of a level plain, through which a river meanders. This 
example of Lorenzo Costa, the onlv one which the Brera 
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contains, was brought from the church of the Misericordia 
near Bologna, 




No. 333 is a life-size study of St. Sebastian by Dosso 
Dossi, a Ferrarese painter who lived between 1479 **^^ 
1542 (or later according to some authorities). The 
Saint is represented bound to an apple-tree and pierced 
with arrows. The figure is finely designed, but the 
flesh tones are unpleasant in colour and the shadows inky. 
The details of fruit and fohage on the tree are evidently 
studii-'d from nature, and in style of execution present a 
marked contrast to the distant landscape seen under the 
arch behind, which is poor and commonplace. This pic- 
ture was brought from the church of the Annunciation 
in Cremona. 



The res'oration or repair of works by the old masters 
is a necessary evil from which few public galleri' 9 can 
' escape, and it is but fair to say of the Brera, so fur as one 
can judge from a general inspeflion of the pifturcs on ' 
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its walls, that it has suffered no more, perhaps lessj 
in this respedt than many colleftions in Europe. Therel" 
are instances, however, in which the evidence of modeni'l 
rifacimdnto is somewhat too apparent, and among thei 
may be mentioned a large square painting of the Annuiul 




ciation (334), by Francesco Raibolini, commonly called ■,-.. 

Francia, a Bolognese master (1450-1517). The Virgin 

Mary stands in the right-hand comer of the pidturq, 

K while the angel kneels on the left. The drapery on these 

H figures is most carefully studied, while the architefture 
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and bas-reliefs on the pilasters are detailed with all the 
accuracy of a decorator's hand. In the middle distance 
of the landscape are two young saplings, their olive-green 
foliage relieved against a pale blue sky. The hills beyond 
assume aviolet hue — -the colour in parts being suspiciously 
bright. Though possessing some marked charafteristics 
of the painter, this work is not so good an example of 
his hand as many which exist, and is notably inferior to 
those in the English National GaJlcry. 

The position of Garofalo's " Crucifixion " (340}, hung 
as it is on a pier between two windows, renders a critical 
examination of this work somewhat difficult. The na- 
ture of the subjeft may justify the gloom which pervades 
the picture, but cannot excuse the unreality of the flesh 
tints and chiaroscuro. Perhaps its best char after istic is 
the treatment of the draperies, which are ably handled. 
It originally belonged to the Augustinian monastery of 
San Vito in Ferrara. 



Among the Dutch and Flemish piftures hung in the 
adjoining rooms there are some which not unworthily 
represent the schools to which they respeftively belong. 
Examples of Vandyck, Rubens, Hobbema, Poelenburg, 
Ruysdael, Snyders, and Paul Bril will he found with others 
of more or less merit and authenticity; but they are works 
vp/ijch, as a rule, rank far below specimens of the same 
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masters which can be studied with more advantage else- 
where. 

Nor can the visitor be recommended to devote much 
time or attention to the host of late Italian pidures 
which line many of the rooms in this Gallery. Such 
works as that of Discepoli (ll4)> of Sassoferrato (415), 1 14 
and Carlo Urbini (425), will be found in unwelcome 4^5 
abundance, and teach in various ways one lesson, viz. ^^^5 
that, for a couple of centuries at least, the extended prac- 
tice of art in Italy, the increased ambitiousness of its aim, 
and the progress of its technical dexterity, seem only to 
have resulted in the decline of its purity and taste. 




INDEX OF PICTURES NOTED IN THE 
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Name of Painter. 


Date. 


Number of Pifture. 


Andrea del Sarto 


I487-I53I 


269. 


Antonio da Murano 


1450 


162. 


Basaiii, Marco ... 


1470-1520 


302. 


Bellini, Gentile ... 


1426-1507 


168. 


Bellini, Giovanni 


I427-I5I6 


261, 284, 297. 


Beltraffio 


I467-I5I6 


104. 


Bevilacqua, Gio. Ambrogio 


i486 


83. 


Bonifacio 


I49I-I553 


209, 215,226,233. 


Bonvicino, Alessandro ... 


I498-I554 


206, 235. 


Bordone, Paris ... 


1500-1570 


212, 216, 241, 242. 


Borgognone, Amb. (See Fossano.) 






Bramantino. (See Suardi.) 






Busi, Giovanni ... 


1480-1541 


210. 


Caliari, Paolo. (See Veronese.) 






Cantarini, Simone 


I6II-I648 


325. 


Carnovale. (See Corradini.) 






Carpaccio, Vittore 


I479-I522 


288. 307, 309. 


Carrari, Baldassare 


I5I2 


176. 


Catena, Vinccnzio 


I470-I531 


237- 


Cima, Gio. Batiiita 


1460-1517 


191, 300, 303. 


Contarini, Giovanni 


1 549- 1 605 


231. 


Corradini, Bartolomeo ... 


? 1488 


187. 


Costa, Lorenzo ... 


1460-1535 


328. 


Cotignola, (See Zaganelli.) 






Crespi, Daniele ... 


1629 


113, 120, 146. 


Crespi, Giov. Battista ... 


\ ^ssi-^^^^ 
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Name of Painter. 




Crespi, Benedetto 
Crivelli, Carlo ... 

Dosso Dossi 

Fabriano. (See Gentile.) 
Falzagalloni, Stefano. (See Siefano 

da Ferrara.) 
Ferrari, Gaudenzio 
Filippo da Verona 
Foligno (da). (See Nicolo da 

Foligno.) 
Foppa, Vincenzo 
Fossano, Ambrogio 
Francia, Francesco. (See Raiix>- 

lini.) 

Garofalo. (See Tisi.) 
Genga, Girolamo 
Gentile da Fabriano 

Giovanni da Murano 
Guido Reni. (See Reni.) 



Lanini, Bernardino 
Liberale da Verona 
Lorenzo Veneziano 
Lotto, Lorenzo ... 
Luini, Bernardino 



1650 
1468-1493 

1 490- 1 560 



Number of rivfjure, 

116. 

189, 193, 283. 

333. 



1484-1550 
1510 



I4IO-I492 
1455-1524? 



25>30^3^32, 107. 
301. 



71- 



I476-I55I 


202. 


I370-I450 


159, 190, 194,274, 




279. 


1450 


162. 


1508-1578 


109. 


I45I-I536 


315. 


1357-1372 


164. 


I480-I555 


244,253,254,255. 


I480-I530 


2> 3» 5> 10, 11, «4> 




17, 18, 19, 21, 




24» 38, 39> 40, 




41, 42, 4:3, 44, 




47, 5i> 52, 53. 




55, 57, 58, 62, 




65, 68, 69, 70, 




72, 73, 82, 98, 




265. 



Index, 



I 



Nune of Painter. 


Date. 


Kiunbr. ofPiaure. 


Mansueii, Giovanni 


1450-1500 


308. 


M an teg na. Andrea 


143 1-1506 


164. «73- 


M..CO da Oggionc 


1470-1540 


z3. 33. 35. 90.9s. 
96, 99. 


Martini da Udinc, Giovanni ... 


1500-1534 


'73- 


MazzoU, Filippo 


1505 


182. 


Monugna, Bartolomco 


1485-1523 


.67. 


Moroni, Gio. Baitista 


1549-1578 


214,218. ^^ 


Murano (da). (Sec Antonio and 




^^1 


Giovanni da Murano.) 




■ 


Nicoli da Foligno 


1430-1502 


■ 


Nicol6daPi»a 


1505-15.8 


■ 


Nuvoloni, Carlo F. 


.7th cent. 


■ 


Oggione. {See Marco.) 




■ 


Palma. Jacopo 


1544-1628 


■ 


Palma, Vccchio 


1480-1518 


172, 290. ^H 


Palmezzana, Marco 


' + 56-1537 
1500-.561 


178. i8,M97. 


Piajij, Caiisto 


207, 225. 


Pisano. (Sec Nicolo da Pjsa.) 






Procaccini, CamiUo 


1550-1617 


112. 


Procaecini, Guilio Cesare 


1 560-1625 


121, 112, 128, 129. 


Raibolini, Francesco 


1450-1517 


334- 


Raibolini, Giacomo 


1498-1557 


■ 75. '81. 


Raphael. (See Sanzio.) 






Reni, Guido 


i575-i6+i 


324- 


Riccio, Domcnico 


1494-1567 


140. 


Rob uaii, Jacopo 


1512-1594 


217, 230. 








Rondinelli. Nicolo 


1 440- 1 500 


177. 


Rumani, Girolamo 


.485-1559 


224. 


Sanzio, Giovanni 


1494 


1S8. 


Sanz/o, Raphael 


W^%V^^i« 


l^.,o. 
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Name of Painter. 



Savoldo, Girolamo 
Sesto (Cesare da) 
Signorelli, Luca ... 
Solari, Andrea ... 
Stefano da Ferrara 
Suardi, Bartolomeo 



Tintoretto. (See Robusi 
Tisi, Benvenuto... 
Titian. (See Vecellio.) 



i-) 



Vecellio, Tiziano 

Veneziano. (See Lorenzo Venc- 

ziano.) 
Verlas, Francesco 



Verona, da. (See Fil. da Verona 
Verona. (See Liberale.) 
Veronese, Paolo ... 

Vinci (Leonardo da)^ ... 
Vite, Timoteo della 

Zaganelli, Francesco 
Zenale, Bernardo ... 



) 




1522-1550 

1520 
1441-1523 
1495-1515 
1480- J 500 

?i539 



1481.1559 



1477-1576 



1517 



1528 1588 

1452-1519 
1467-1523 

1518 
1436. 1526 



Number of Figure. 



234. 

262, 281. 

106. 

179. 

4, 8, 9. 



340- 



247, 248, 249. 



306. 



208, 213, 219, 220, 

221, 227, 229. 
267. 

195. 

196, 203. 

76, 11, iS, 79, 81, 
87. 



AN ILLUSTRATED DICTIONARY 

OF 

WORDS USED IN ART AND ARCHAEOLOGY. 

Explaining Terms frequently used in Works on Architecture, 
Arms, Bronzes, Christian Art, Color, Costume, Decoration, 
Devices, Emblems, Heraldry, Lace, Personal Ornaments, Pot- 
tery, Painting, Sculpture, etc. By J. W. Mollett, B. A. Il- 
lustrated with about 750 wood engravings. In one volume, 
square octavo, $5.00. 

The recent revival of the decorative arts in relation to the 
beautifying of our houses has brought into use many words with 
which the average reader is entirely unfamiliar. To meet a need 
for a small and yet thoroughly trustworthy guide in such matters, 
Mr. Mollett has prepared an " Illustrated Dictionary of Words 
used in Art and Archaeology," which is intended to be a vade 
mecmn to all who at times find their information at fault. Spread- 
ing over a wide field of connected subjects, it is a safe guide for 
the groundwork of the study of each, and of the large class of 
subjects for which suggestions to jog the memory and references 
to standard works are all that is required. 

A valuable appendix to one's Webster, and a valuable addition to the refer- 
ence library, being clear, concise, compact, and authoritative. — Christian 
Union (New York). 

The peculiar value of the book is in the illustrations, which are well done, 
and are indispensable. ... It is, in short, a valuable hand-book. — New 
York Trihttne. 

One of the finest special dictionaries that we have seen. — The America/ 
(Philadelphia). 

The book is certainly the best of its kind. — Philadelphia Press. 

Of great use for handy reference. — New York Times. 

*#* For sale by Booksellers. Sent y post-paid y on receipt of price by the Pub' 
lisherSy 

HOUGHTON, MIFFLIN AND COMPANY, 

Boston, Mass. 



A SATCHEL GUIDE 

FOR THE VACATION TOURIST IN EUROPE. 
A Elt 
With Maps. 6 no oi tie ble % .00. 




This compact and sen eabie g de book beyond question, 
the best handy guide yet p bl shed fo he se of American tour- 
ists in Europe. It includes the Bn I Isles Belgium, and Hol- 
land, Germany and the Rh ne Sw tzerland France, Austria, and 
Italy, It gives the traveler just the nformat on he needs, in the 
best form. 

A Traveler's Calendar of Ecclesiastical and Popular Festivals, 
Pilgrimages, Fairs, etc., and a list of the most famous Pictures 
in the Public Galleries of Europe, arranged according to the 
nationality of the artists, have been for the first time incorporated 
in the Guide, forming a feature of great value. 

The liook is Indeed a model of perspicacity and brevity. All the advice it 
gives will be found of immediate service. The "Satchel Guide" tells (he 
reader how te fravel cheaply viilhoul a sacrifice of lemfort, and this feature of 
the book will recommend it to many tourists. — Fall Malt Gantti. 

Tourists pronounce the " Satchel Guide " supreme among its class, enabling 
them to make the most o£ their time, and see the most desirable objects of real 
interest at half the cost, ander its accurate and judicious direction. — Provi- 
dence yournal. 

We know of no European guide-book which so admirably combines brevity, 
accuracy, conipleteneas, convenience of shape, and tasteful mechanical cjiecu- 
•doa. — Iiidepeadent (New York). 
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r EUROPEAN TRAVEL. ^M 

ENGLAND WITHOUT AND WITHIN. ^| 
By Richard Grant White, ismo, $2.00. 

It is something to be able to say concerning any bonk on ihe United States 
writlen by an Englishman, or any book on England writltii by a Yankee, that 
it exhibits unfailing good sense, good feeiing, aod good taste ; but all this, and 
much more than tbis, can be said in commendation o£ Mr. Grant White's 
chairoing volume. Rare as the qualities mentioned unforlnnately are among 
literary travelers, their combination with the true observing faculty is still 
rarer; but it is found here; and since Mr. Emerson wrote his "English 
Traits " we have had no book so satisfying aa this, in its porlayal of really 
characteristic manifestations of the peculiar quality of English social life, — 
TheSpettatar (London). 

Old England : Its Scenery, Art, and People. By James M. 

Hoppis, Professor in Yale College. New edition, revised and 
enUirged. Si. 75. 

Transatlantic Sketches. By Henry James, Jr. lamo, $2.00. 
Venetian Life. By W. D. Howells. New and enlarged edi- 
tion. i2nio, J1.50. 

Italian Journeys. By W. D. Howells. New and enlarged 
edition. i2mo, $1.50. 

English Traits. By Ralph Waldo Emerson. i6mo, $1.50. 
Our Old Home. A Series of English Sketches. By Nathan- 
iel Hawthorne. "Little Classic" style, ?i.25. 

Passages from the English Note-Books of Nathaniel 
Hawthorne, In two volumes, "Little Classic" style, $2.50. 

Passages from the French and Italian Note-Books of 
Nathaniel Hawthorne. In two volumes, " Little Classic" 
style, $2.50. 

%• For sale by all hooksenin. Stiit, ^ost-paid, on ratipl of prke by the P}^- 
lUhm, 

HOUGHTON, MIFFLIN AND COMPANY, 
BOSTON, MASS. 
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BOOKS OF TRAVEL 

BY 

CHARLES DUDLEY WARNER. 



MY WINTER ON THE NILE. 

New Editiqp, revised, with an Index. 12 mo, $2.00. 

This book comprises the first part of the experiences and ob- 

ser\'ations of a journey in the East by Mr. Warner a few years 

ago. It relates to Egypt, while its continuation, "In the Levant,'' 

describes the people and sights of Palestine, Turkey, and other 

countries bordering on the eastern Mediterranean. 

Mr. Warner's pictures of Oriental men, manners, and incidents are, to one 
who has lived so long in the East as I have, positively photographic reproduc- 
tions. How could a passing traveler so thoroughly appreciate and so sharply 
outline the peculiarities of all classes of people ? — Gen. L. P. Di Cesnola. 

IN THE LEVANT. 

With an Index. i2mo, ^2.00. 

It is not often that of a volume of recent Eastern travel it can be honestlv 
said that it is more than hard to find a single dull page in the whole four hun- 
dred ; but even more may be said for Mr. Warner's well-seasoned, graphic 
record of his adventures. From first to last he has the same unflagging spirit, 
the same sparkle of humor and power of observation. — London Staudurd, 

William C. Prime, LL. D,, speaking of "My Winter on the Nile" and 
" In the Levant," says : " Whether one has been in the East, or is going to 
the East, or does not expect ever to go, these books are of all travel books the 
best, because most truthful and companionable guides, having in them the very 
atmosphere and sunlight of the Orient." 

SAUNTERINGS. 

"Little Classic" style, $1.25. 

His journey was confined to England, P'rance, Belgium, Holland, Switzer- 
land, Bavaria, and Italy, — countries rendered commonplace by the books of 
innumerable tourists, but which he WarnerizeSy and makes his own. He not 
merely addresses his readers; he takes them with him. — E. P. Whipple. 

The book is made up of a series of sketches, written in the most unpretend- 
ing and familiar manner, concerning peculiarities in the life, customs, and ap- 
pearance of most of the countries and towns usually included in the "grand 
tour." It is not only thoroughly entertaining, but exceedingly instructive. — 
New York EveniJi^ Post. 

Publishers^ 

HOUGHTON, MIFFLIN AND COMPANY, 

"Boston, "N^ksr*, 



^fT For sale by all Booksellers, Sent^ post-paid, on receipt of price by the 



\. 



r^ 



X 






